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Chapter 1
INTRODUCTION
Disunity and dissatisfaction appear to exist in
the various sectors of the art world in Edmonton, Alberta
and the surrounding area.

Artists tend to feel unappre-

ciated and unrecognized; critics and gallery directors
see a dearth of real talent and an uninformed public;
public agencies are promoting programs in many areas of
art.

Art-conscious members of the public largely consider

Edmonton art to be too modern or too old-fashioned.
The great increase in art activity and interest
in recent years (47:114) would suggest that works of art
that are being produced are accepted and valued..

Yet it

has been said that the public is " ••• aggressively indifferent •••• " to art, that original art is still twenty
years ahead of the market, and that the avante-garde
public worship fads.

{20:1)

Here is an apparent contra-

diction which might be related to the points of view of
the individuals concerned with art.

Mills says that

"Each of the groups interested ••• misunderstand art in a
characteristic way."

( 29: 309)

A position very often taken is that anything
which is made or done locally cannot possibly be of real
merit.

This seems especially true in relation to the
1
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creative fields.

People can accept local work if it is

sufficiently removed in time (and. has proven itself), or
current work if it is sufficiently removed in space.
Work that is both local and current is accepted, at best,
uneasily.

A writer recently said:

"Canadian modesty, if that is the word for it, is
a not insignificant factor in the present artistic
situation ••••• It is as though Canadians could not
trust their own judgement, or continually sought and
needed reassurance about the unprecedented suggestion
that they might have n.ati ve talent as good as anyone
else's." (43:14-15}
Perhaps this is a national attitude and also one held in
individual cities.

Harper says "Canadians retain a

national inferiority complex, playing down the domestic
at the expense of the foreign."

(17:383)

Thus it comes

about that the citizen of Edmonton can accept almost any
art from, say, New York or even Toronto, Montreal or
Vancouver, but not from Edmon.ton itself.
It seemed desireable, therefore, to examine the
situation in Edmonton quite closely.
directed toward two related goals:
trends in local art.

The search was
1. To discover the

The trends were examined as to

origin and development in the art itself, in criticism,
in gallery operations, in public services and in public
interest.

2.

To determine the attitudes, of the indi-

viduals most directly concerned, toward these trends.
The attitudes explored were those of artists, critics,

3

representatives of galleries and public agencies, and
members of the art-conscious public.
THE PROBLEM
The purpose of this study was to determine
attitudes and trends in the various segments of the art
world in the Edmonton area during the 1960's.
LIMITATIONS
The study was limited in three ways:

by area,

by time and by population.
Area limitations
Although similar conditions may be apparent in
other centers, the Edmonton area is a physically manageable unit for consideration.

Edmonton is one of the two

major centers of population in Alberta.

The surrounding

area was included because some of the artists showing in
Edmonton live in the suburbs and nearby towns.

Members

of the public also come in from these areas.
Time limitations
The decade from 1960 to 1970 was studied.

Ten

years seems a sufficien.t length of time for trends to
become evident.

In about 1960 changes took place in

several sectors of the population to be studied, and
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events of 1969-70 may well have produced another set of
basic changes.

Thus the 1960's appear to be a suitable

decade for exploration.
Population limitations
A population was selected for study which was
expected to provide data typical of the situation in the
Edmonton area during the 1960's.
Artists.

Selected painters and sculptors

working and living in the Edmonton area were included.
Art critics.

There is currently one art critic

writing for the one daily paper.

Other sources are the

critic for the University of Alberta Students' paper and
a former critic for the daily paper.
Gallery directors.

The directors of the one

public gallery and three private galleries were the
sample.

Two of the latter are commercial galleries pro-

moting current and local art; the third was a co-operative
gallery operating from 1961 to 1963.
Public agencies.

The public agencies considered

are those involved to some extent in the areas of
painting and sculpture.

These are:

1. 'I'he art depart-

ment of the University of Alberta, 2. The art division,
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Department of Extension, University of Alberta, and

3. The Jttts and. Crafts Division, Cultural Development
Branch, Department of the Provincial Secretary, Government of Alberta.

Arts and crafts guilds, recreation

associations, etc. operate independently but under the
direction or guidance of one of the latter two agencies.
The public.

The members of the public included

are those with some interest in art.
DEFINITION OF TERIJIS

For the purposes of this study the following
definitions are used:
Artist.

A person who creates works of art as a

major avocation of his life, and who is recognized primarily for his art:

e.g. as an artist who also teaches

rather than as a teacher who also paints.

Art need not

be his primary source of income, however.
Attitude.

A habitual tendency in responding to

anything, as indicated by opinion. or purpose.
Director.

An individual responsible for the

operation of a public or private agency or establishment,
whatever his actual title.

6

Gallery.

A public or private establishment to

which the general public is normally admitted to view
works of art and which shows works of art, whether or
not these are for sale.
Painting.

A work of art intended to be experi-

enced as a painting, whatever the materials or means used.
Public.

Those people who might be called consu-

mers of art, in that they are to some extent conscious of
art and give it some place in their lives.
Sculpture.

A work of art, usually in three

dimensions, in.tended to be experienced as sculpture,
whatever the materials or means used.
Trends.

A direction made evident by a sequence

of events or products.

Chapter 2

REVIEW OF LITERATURE
The literature relating to the trends and
attitudes in art matters are considered in two parts.
Part one is a consideration of literature relating to the
various segments of the larger art world as listed in
this study.

Part two is a survey of art history in

Canada, with reference to the small part played by
Alberta, and particularly by Edmonton.
General literature
What is and what should be the function of the
artist and his work in our culture?
opinions about this.

There are varied

Some say that the social and cul-

tural situations have a great influence on art.

Kavolis

has studied art styles in relation to their social and
cultural settings and says that "We should ••• expect
tendencies toward increasing experim.entation and variety
in art style to be associated with periods in which
urbanization was most rapid."

(26:50)

Others say that

it may be either way, that the vitality of art can lie in
either the culture or in the individual artists,

(33:20)

and probably each factor does affect the others.

What

then is the artist's role in our society?
7

Many of the
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writers consulted agree that the artist should not be
bound in any way, but be free to express his ideas in his
own way.

(lJ:44)

He works

(3:21)

can express his "intuition" (3:96)
new opinions and impressions.

to create art that
and his response to

Some state that the artist

has a responsibility to have a message, know how to say
it and be capable of saying it.

(7)

The message seems

to be central, also, to Read who says that the artist
must " ••• preserve art from. the contamination of the false
values, political values and propagandist values, utilitarian values and entertainment values •••• "

(33:84)

On

the other hand there are those who see art as valueless
in itself and without a quality criterion (51:390),
serving only as investment, social prestige objects, or
symbols of cultural values.

{31:137)

The relation of art and criticism appears to be a
source of controversy.

Wraight states the dilemma thus:

"Generally unable himself to grasp what is
happening, and unable to differentiate between the
genuine and the phony aspects of the movement, he
has evaded his responsibility--defined by Picasso as
'building a bridge people can walk over to join the
artist'--and has built a great wall of jargon round
himself and around art to keep the layman out. By
making himself unreadable he hopes, presumably, to
make himself impregnable." (48:136)
Does the critic, then, "build bridges" or "build a wall?"
A survey in 1965 revealed that Canadian artists generally
feel criticism can be useful and does influence the

9

buying public and art appreciation generally (32),
although one artist felt it was useful " ••• to the newspapers to stimulate sales--to magazines to attract
readers--to the interested public to provide entertainment and an illusion of information."
32:26)

(Doris McCarthy in

Some critics desire to be " ••• high priests of

art •••• " (30:27), fearing to make a mistake (30:59), and
attempt to protect " ••• their professional identities as
people of distinction."

(24:6)

What they should do,

according to Newman, is be " ••• partial, passionate,
political •••• " like Baudelaire.

(30:26) "The relation

between artist and critic should be complementary, if any
final good is to come from art criticism."
in 32:27)

(Lefkovitz

Some artists appreciate genuine support,

sympathy and concern from critics.

(45:43)

Other

suggestions regarding the content and role of criticism
vary and include emphasis on meaning rather than technique, giving insight into art objects, discussing trends
and artistic integrity (32:26), education of the public,
and impartiality.

Obviously no one critic can please

everyone!
Literature relative to the role of public art
galleries appears to be scarce.

Mills says the concern,

about which of the artists of our time will be considered
great in the future (39; 11) is irrelevant (29:312),
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implying also that the proper concern of public galleries
is to lessen the public misunderstanding about works of
art.

(29:310)

In appraising its program, one gallery

defined its role as an activity in the community and
putting its " ••• resources, enthusiasm and expertise at
community disposal ••• " (.37:262-64), in order to help
people form their own judgements relative to art and life.
Studies of attitude change suggest that facts are not
effective in changing attitudes about art but involvement
is.

(8;36)

This indicates that the most effective role

for galleries might be one leading to public involvement
in art.
The above might apply to some extent to private
galleries also.

However, private galleries usually exist

for commercial reasons, not altruistic ones, and must
therefore be concerned with selection for dollar value
and public taste.

(19:469)

Only one writer encountered. deals at any length
on the function of publicly financed agencies related to
art.

He points out that these rely on subsidization and

therefore are able to make their services available to
many people.

(44:158)

Their purpose is to involve

people in the arts, and in this sense public galleries
may be grouped with other agencies.

People have been

criticized either for lack of involvement or for amateur

11

activity.

(44:224)

But amateur activity in art appears

to lead to greater appreciation of professional art.
In all of this the public itself has been much
maligned.

But members of the public are after all the

crux of the matter:

they accept or reject, buy or do not

buy, appreciate or ignore works of art.

The public taste

may be immature (25:.352) but by the same token able to be
developed from recognition and reaction to perception

(25:.355-56)

and response.

The public has been described

as having a rigid and narrow view of what is appropriate
to art.

(12:66)

The public can learn to enjoy current

art " ••• for its own sake and because it is born out of
our experience and the struggles of our phase in human
development •••• " (35:200) whether or not they can judge
it objectively.

Failure to get " ••• art, artists and

audiences into some sort of tolerable relationship •••• "
(12:65) has led to an attempt to be neutral to art.
Which thought brings us full circle to the role of art
and artists, and the agencies that can influence the
relationship.
Literature relating to Canadian art history
The story of art in Canada begins rather early.
It begins in the 1660 • s with carvings :i.n Que'bec for
church uses.

These sculptures represent a phenomenon
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common to colonial art:

"reduction of the European

style •••• " in response to isolation and a simpler life.
{22:34-35)

Even if we ignore these works (and Canadian.

art historians do not) seventeenth century French painting was transplanted to Quebec by 1670, where it also
was"reduced."

This can be seen in the many portraits

and votive pictures painted at this time.

From about

1750 the French versus British (later Montreal versus
Toronto) dichotomy begins, with the arrival of topographical artists, London trained in. water color, to record
the topography of this new land.

Thomas Davies, with

his sensitive vision and feeling for pattern, George
Heriot and others painted landscapes of the vast untamed
countryside, and sometimes of events.

Artists of the

late 1700's in the French tradition were figure painters:
Francois Beaucour, William von Moll Berczy with a cold
and smooth style, and others.

Outstandingly sensitive

portraitists of the nineteenth century were Antoine
Plamondon, a student of David, with a " ••• stylistic
combination of France and Canada--classic line and limpid
color plus straight forward likeness •••• "
Plamondon's student Theophile Hamel.

{22:57), and

Their work was

little known. at that time in the rest of Canada.

(17:90)

To the 1850's som.e art historians assign the
beginning of Canadian art as opposed to art in Canada.
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Others place this momentous break in 1913, or after 19401
(22:47)

Best known of this era are Paul Kane, Cornelius

Krieghoff, and Robert Whale, landscape painters and
recorders of life.

Krieghoff's paintings are like large

complex tableaux based on events in rural Quebec.

Kane

actually crossed Canada, to Lake Huron in 1845 and to the
west coast in 1846-48, working up his many sketches in a
studio later.

His travels took him through Alberta, and

thus he was the first artist to paint near Edmonton.
(17:148)

Others followed traders westward recording the

untamed prairie.

One nearly unknown figure, Father Emile

Petitot, also painted on his way to visit his natives
along the Mackenzie in 1862-82, and painted a view of
Fort Edmonton while visiting St. Albert Monastery.

He is

said to have made his own brushes and even his paint
during the latter years.

( 17:204-5)

Around the turn of the century societies began
to be formed: the Royal Canadian Academy of Arts in 1880,
and the National Gallery of Canada.

The Toronto Art

Students League was formed in 1893.

{10)

Nearly all

practising artists were included in these early societies.
"Thus art became a recognized national activity." (22:68)
Realism was the trend, becomi.ng richer and more elaborate.
Prominent painters were William Blair Bruce, Paul Peel,
Frederick Bell-Smith, Ozias Leduc, Homer Watson,Horatio
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Walker, and William Brymner.
The influences of impressionism reached Canada
about 1900 through Aurele de Foy Suzor-Cote and his pure
color and atmospheric effects.

Maurice Cullen was an

impressionist and broke new Canadian ground by choosing
ordinary subjects.

James Wilson Morrice, a former Fauve,

used clearer color and forms.

These three had been to

Paris--a not unusual event for the Montrealers.
Probably the single most famous development in
Canadian art history is the Group of Seven saga.

It

begins with eight painters in Toronto in 1910-13,
several of whom were employed in graphic arts: J.E. H•
.MacDonald, Tom Thomson, Lawren Harris, Arthur Lismer,
F'rederick Varley, Franklin Carmichael, Frank H. Johnston
and A. Y. Jackson.

They sketched together, sometimes far

afield in the northern wilderness and lake shores of
Ontario.

They let the landscape itself impose its strong

influence on thei.r percepti.on, their techniques and_ their
forms--and were of course much ridiculed in Canada, though
not in England.

Thus their art did have a unity as a

movement, in spite of their varied approaches.

Harper

summarized their differences:
"Harris was the philosopher and intellectual of
the group, as well as experimenter, financial backer
and virtually unofficial leader. Varley was the most
sensitive of the painters aesthetically and, except
for Harris, the only one to do portraits. Jackson
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was a propagandist, chiefly because of the variety
of his subject matter, taken from all parts of Canada,
which attracted much attention in exhibitions, but
also through his discussi.on of the Group work.
Lismer became a teacher of the young, instilling in
them a love of, and tolerance for painting. His
influence on art appreciation cannot possibly be
assessed. MacDonald was the tall red-headed and
frail poet; there is poetry of colour and movement
in his earlier works which became more subdued
towards the end of his life. Carmichael was the
meticulous graphic artist with an incredible sense
of craftsmanship." (16:430)
Their work was much aided by Dr. J·ames Maccallum, who is
quoted as saying, "If all you young fellows go off to
the states ••• art in Canada is never going to get
anywhere." (23:25)

He built a studio building where the

group of seven painters could live and. paint if they
chose.

Tom Thomson was a great influence in the group

but died before they officially formed. the Group of Seven
an.d showed their work in 1920.

(They dissolved to form

the larger Canadian Group of Painters in 1933.)
Isolated artists painting during the first third
of the twentieth century were Emily Carr and David Milne.
They were somewhat solitary and very sensitive.

Emily

Carr had some contact with Lawren Harris and others in
Toronto, but painted alone on Vancouver Island with little
encouragement.

She painted intuitively, trying to

express the feeling of the coast forests, not to describe
or explain. (4:268) David Milne, sensitive and aware of
art movements, still painted most of his works in
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seclusion..
and oils.

His works are delicate yet vital water colors
Some of these were hung in the Armory Show of

1913.
Little was happening on the prairies during these
years.

"Men who are building a country must be intensely

practical individuals, and there is little time or
inclination for artistic observances." (17:351)

And,

as A. Y. Jackson said, " ••• art was something that could
wait until other needs were satisfied." (23:149)
After about 1933, with improved communications
and the pulls toward nationalism and internationalism,
the situation became more complex.

There were

representational artists, expressionists, so-called
pri.mi ti ves, and magic realists.

It is about this point

that the Montreal-Toronto-Vancouver patterns begin to
become apparent.

Some of the better known. artists were

L. L. Fitzgerald (with his precise realism and Seuratlike dots in water color), Charles Comfort, Carl Shaefer,
Will Ogilvie, Edwin Holgate, and Jack Humphrey.

Jean-

Paul Lemieux began his soft, flat, simplified figure
paintings, and Alex Colville his clear and cold magic
realism.

In Montreal Alfred Pellan's return from Paris

in 1940 and again in 1955 caused 'storms', and
encouraged a more creative approach to painting. (16:436)
His own work showed conviction and a surrealist
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influence, though it became increasingly 'cool.'

Other

painters of particular note in Mon.treal were Jaques
deTonnacour, Paul-Emile Bourduas, and Jean-Paul Riopelle.
The latter were 'action painters' of great influence and
are considered Montreal painters though much of their
work was done in Paris.

In Vancouver, Jack Shadbolt's

nature-based abstracts, and B.
abstracts are best known.

c.

Binning's crisper

The prairies were represented

by Regina painters like Kenneth Lochhead.
The formation of the Canada Council in the early
1950's provided encouragement to art by donating funds
for art gallery programs, artists' study abroad and
similar aid to music and theatre.

The National Gallery

also moved to a large new building at about this time,
and the Department of Transport commissioned large murals
for airports.

What is known as the Regina episode--the

setting up of a summer workshop with artists from New
York at Emma Lake in an attempt to reduce regionalism-has been an influence both in Regina and throughout the
West.
In Alberta, art development was late and slow.
This may reflect the delayed "pioneer times", which
lasted into the 1940's in some rural areas, or it may
be due to being 'off the beaten path.'

Recognition of

the art that did develop has been later and slower.

An
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Edmonton Art Association was formed in 1914, and a
Calgary l\rt Club in 1922.

The latter gained notoriety by

going 'underground' as a result of daring to draw the
figure.

(17:345)

In 1926 art classes for twelve stuc.'\ents

were begun at the Provincial Institute of Technology and
Art under a Norwegian instructor, Lars Haul<"..ness.
Leighton took over in 1930.

A. C.

In May, 1932 a Carnegie Cor-

poration grant made possible a fine arts program under an
extension department formed in 1912.

The money was used

to set standards of achievement by arranging a tour of
selected paintings from the National Gallery and some
Alberta paintings, together with prints and slides.

In

1933 an ••Experimental School in the Arts Related to the
Theatre" was held at Banff under E. A. Corbett.
Banff facilities were shared by A.

c.

The

Leighton's Calgary

students, and in 1935 all of this was brought together
into the Banff School of Fine Arts.

(2)

In 1937, com-

munity art classes were organized through the Institute
of Technology and Art in Calgary, and H. G. Glyde was
hired to teach these.

The University of Alberta fine arts

department was formed in 1945 with H. G. Glyde heading
the department of art.

The Banff School of Fine Arts

and the Institute of Technology and Art instructors have
been of influence in Alberta art, because most Alberta.trained artists attended one or both institutions.
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The Institute of Technology and Art has been split, with
the art section now known as the Alberta College of J1rt.
Thus the art institutions have developed in almost
reverse order, in Alberta.

In 1932 the Alberta Society

of Artists was founded, and still exists.

The Edmonton

Art Club has existed since 1920, and the r<iuseum of Art
was incorporated by them in 1924.

rhe latter groups

1

held exhibitions, purchased some Canadian paintings, and
began children's art classes.

It was not until 1955

that a building (Secord House) was acquired.

In 1956

the museum's name was changed to the Edmonton lu-t Gallery,
and in 1957 a rental and sales gallery was begun.

This

made original a.rt from a.cross Canada easily available.
Presently, there are many artists in Canada, many
styles, much exchange of information, and many influences.
Thompson says "Canadian art is twin-headed.

The primacy

of Toronto or :Montreal is arguable: the primacy of
Toronto and Montreal isn't." (42:181)

Montreal has a

sense of ident 1.ty and history. Toronto is more di verse
and full of promise and controversy.

Thus Montreal is

represented by many hard-edge abstracts, dependent
largely on optical effects:

Guido Molinari's serial

color bands, Claude Tousignant's 'gongs', and J.
Hertibuse's repeated motifs.

J. de Tonnacour's abstracts

are lyrical, and Jeanpaul Lemieux's stark figures are

20

cold.

Jean-Paul Riopelle is still in Paris.

Toronto is

represented by Michael Sn.ow' s 'Walking Woman•, Harold
Town's sensitive drawings and prints, Jack Bush's joyous
color bands and Jock MacDonald's color field paintings.
Les Levine's slipcovers and bagged items are claimed for
Toronto, though he works 1n New York.

Vancouver has Roy

Kiyooka's crisp abstract ovals, N. E. Thing co. (alias
Iain Baxter)'s ideas, Claude Breeze's violent brushy
images, Brian Fisher's huge precise line images--perhaps
as diverse as is Toronto.

London, Ontario has become

noted for art, because of a very experimental group of
artists, the best known of whom is Greg Curnoe with his
stencilled letters on (or as) paintings.

Regina is known

for color field painting by artists like Kenneth Lochhead,
Ronald Bloor and Henri Bonli.

In Alberta, artists were

also active in the 1950's, particularly in Calgary with
the attraction of the Alberta College of Art and its staff.
Marion Nicoll, Janet Mitchell, Ron Spickett, Ted Diakow
and for a time Roy Kiyooka were well-known Calgary artists.
Calgary continues to be the home of a number of artists,
some of whom manage to paint full time.

In Edmonton,

H. G. Glyde, Jack Taylor, Thelma Manarey, Murray MacDonald
and Ethel Christensen were probably the best known throughout the 195o•s.

Recent developments in Edmonton belong

to the scope of this study.
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Thompson has summarized the present stiuation in
Canada thus:
"The pattern of regional centres is still very
strong, reinforced by distance and isolation, but
there is also a growing pattern of inter-change
between them, leading both to constant re-grouping
of forces and at the same time to an accelerating
dissemination of ideas and influences." (42:183)

Chapter 3
PROCEDURES
Data collected
The data collected were of two kinds:

those

relating to trends and those relating to attitudes.
Trends.

Data were collected regarding the trends

indicated by the works of art themselves, the trends in
art criticism, the trends in purposes and activities of
galleries, the trends in purposes and activities of
public agencies, and trends in public interest and
involvement in art.
Attitudes.

Data were collected to reveal the

artists' own attitudes toward their role and work, and
to the roles and activities of the other segments of the
population.

Data collected from the other segments of

the population reveal attitudes of each s~gment to the
role and activities of each other segment and their own.
The instruments
In order to collect data from the population,
lists of questions* were developed which were slightly
different for each sector of the population.

The

-K-These lists of questions appear in Appendix A.
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questions were designed to reveal:

1. facts about devel-

opments in each sector of the Edmonton art world, and
2. attitudes of individuals toward the roles and activities of each segment of this art world.
Artists.

A tentative set of questions was formu-

lated in order to elicit factual information and opinion
from artists to be interviewed.

When this set was used

in the initial interviews, some of the questions proved
to be too general or too ambiguous to be useful.

The

list was then revised to correct this and to include more
questions to detect attitudes.
Critics.

The questions the critics were asked

were the last formulated and were based on the revised
lists for other groups.
Gallery directors.

A list of questions was

formulated and then revised, to be used in interviewing.
Public agencies.

A list of questions was formu-

lated and then revised to be used in interviewing.
The public.
following manner:

A questionnaire was prepared in the
Statements about art and the art world

were collected from various sources.

From these all but

a few relating to each of art, artists, criticism,
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public galleries, private galleries and public agencies
were eliminated.

The remaining twenty-nine statements

were scrambled and administered to an. Education 507 class
at Central Washington State College during the summer of

1969.

The subjects were asked to indicate whether they

strongly agreed, a.greed, disagreed or strongly disagreed
with each statement.

The questionnaires were scored,

comments of the group were considered, and statements
were rejected or revised if they were not adequate
determiners of opinion.

The resulting list of statements

now numbered four for each area.

To this was added a

section asking for facts about this sector of the population.
Gathering of data
Artists.

The plan was to ask directors of gal-

leries or public agencies for the1.r opinions as to who
in the Edmonton area are serious artists.

fJ:'he resulting

lists were to be consolidated and lim:1.ted so that the
sample would be representative of the kinds of art
being produced in the Edmonton area.

In actuality, the

investigator made a list of artists based on shows and
works seen and on newspaper criticism.

This list was

read and commented on by the director of the Edmonton
Art Gallery, the head of the art department of the
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University of Alberta, and the two critics for the daily
paper, The Edmonton Journal.

Some revisions were made.

Photographs were taken of works don.e during the 1960's.
Of twenty-eight artists listed, twelve were
interviewed using a tape recorder, five returned written
replies to the questions (two of these were later interviewed but without a tape recorder, and with two others
the investigator had telephone conversations), one did
not directly answer the questions but did have a telephone conversation with the investigator and grant permission to photograph works.

Two artists were not

available, seven did not respond to the letter, and one
declined to participate in. the study.

Photographs were

obtained to represent the works of sixteen of the artists
and one preferred to supply small serigraphs.

One

supplied black and white prints.
Critics.

The investigator had a telephone

conversation with the recent critic for The Edmonton
Journal in which it was indicated that most of the
questions were covered in an article appearing on May 8,
1970.

This and previous articles thus became the source

of data from this critic.

One former critic, who wrote

for the same newspaper for about four years during the
1960's was interviewed using a tape recorder.

Articles
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in the newspaper by a third person were also used to
some extent.
Gallery directors.

William Kirby, the director

of the Edmonton Art Gallery, was interviewed using a tape
recorder.

Some facts about the gallery were obtained

from notes taken during a speech made by Mr. Kirby on the
occasion of the 1969 Extension Art Conference, and from a
capsule history distributed during the official opening
of the new galley building 1n April, 1969.
Of the commercial galleries in Edmonton, two
promote local art.

Erik Hansen of the Art Mart, Down-

stairs Gallery, was interviewed and notes were taken.
The Jacox Galleries Limited sent a written reply to a
letter* enclosing the questions.

Les Graff, one of the

major forces in the opening and operation of the co-operative galley Focus, which was open from 1961 to 1963,
was interviewed using a tape recorder.
Public agencies.

Informati.on about the Arts and

Crafts Division, Cultural Development Branch, Department
of the Provincial Secretary, Government of Alberta was
obtained from Les Graff, the director since 1960, in a
taped interview.

Data from the Department of Extension,

University of Alberta were obtained from a taped inter*This letter appears in Appendix A.
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view with Doug Barry of its art division and from a speech
by Duncan Campbell on the occasion of the 1969 Extension
Art Conference.

Data from the University of Alberta art

department were obtained in a taped interview with
Ronald A. Davey, the head of department.
The public.

Data from the public were obtained

by the use of the questionnaire printed on mail-back
cards which were stamped and addressed for return.

Forty-

seven of these were distributed by attendants to visitors
at the Edmonton Art Gallery.

Of these, twelve were

returned, one of which was unusable.

Forty-seven question-

naires were also mailed to randomly selected registrants
in art classes of the Department of Extension during the
winter of 1969-70.

These registrants were chosen with

the aid of a table of random numbers from a partial list
of registrants in art classes that was supplied by Mrs.
Bancroft of the Department of Extension office.
latter group, nineteen were returned.

Of this

Chapter 4
PRESENI' AT ION OF DAT A
Because this study is concerned with trends and
also with attitudes in the Edmonton art world, the data
are presented in two parts.

First, data defining trends

are presented, and then findings concerning attitudes.
TRENDS
Local art and artists
Eighteen of the listed artists are presented in
this section, in alphabetical order, to indicate what
sorts of art have been done in the Edmonton area during
the 1960's.

Plates show examples of the artists• work,

and background information is given for each artist.
Several artists whom the investigator considers important
but for whom data were gleaned from secondary sources are
discussed more briefly.
Doug Barrz.

Doug Barry is a graduate of the

Ontario College of Art, and is presently instructing and
co-ordinating art classes of the Department of Extension,
University of Alberta.

His work has been shown with the

Alberta Society of Artists, the fine arts staff, and in
the All Alberta show of 1964.
28

He has had one-man shows

2
3

5

6

4

Stations of the
Cross

Plate 1: Doug Barry
Please note: Images on this page were redacted due to copyright concerns.
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at Studio Theatre and Focus.

Much of his recent work is

commissioned--murals, stations of the cross, portraits-and he feels the public is not really aware of him as
an artist.
He feels his art is continually changing, that he
is experimenting and searching.

In commissioned work

there are outside factors to be considered, but a
complete compromise is not made.

He does not feel influ-

enced by studies of artists, but thinks probably there is
a subconscious influence from contemporary international
art.

He admires Vasarely and Esler, both because the

viewer can participate or find an ambiguity.
Doug Barry was described in 1963 as a painter of
successful landscapes (14:102), and he has done some
fairly traditional portraits.

The works illustrated on

Plate 1, however, are nine of fifteen station of the cross
panels commissioned by Our Lady of the Angel Church, Fort
Saskatchewan, Alberta, and completed in 1969.

The panels

are done in a mixed technique that includes the use of
lifts.
Doris Coutts.

This artist's training has been

through the Department of Extension classes, and workshops led by Alex Colville in April, 1965 and by Jacques
deTonnacour in September, 1965.

She is associated with

Land and Sea
1964

January 65
1965

Eclipse
1968

Plate 2:
Doris Coutts
Please note: Images on this page were redacted due to copyright concerns.

30
the Academy Six group.*

She has shown with that group

annually in Edmonton and once in Ottawa, and was part of
a two-man show at the Art Mart in 1969.

Her work is

available through the Art Mart and Academy Six shows.
She feels the general public does not like her work
particularly, but some individuals have been interested
and have bought.
To her, the paintings are real, but the public
reads them as abstract.

She considers herself a 'prairie

painter• and is inspired by nature in that it produces a
feeling within her that is interpreted intuitively on the
canvas.

Both deTonnacour and Colville have been influen-

ces through their encouragement and ability to draw out
a creative feeling.

She admires Guido Molinari,

Modigliani for his sensitive line, Turner and Dali.
Doris Coutts' paintings have been evolving from
rather dark colors to brighter, warmer ones and from
highly fragmented color areas to larger, harder-edged ones.
She considers the 1964 Land and Sea a breakthrough in
her present direction of compositional development--with
the forms coming clearer.

There is also a "white series 11

of paintings, not shown here, in which very pale colors
suggest forms to the viewer.

On Plate 2 are Land and Sea

~his is a group of artists who sometimes paint
together and who shared a studio for a time.
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of 1964, January 1965 of 1965 and Eclipse of 1968.
Edith Eichner.

This artist was trained in Germany

where she served four years apprenti.ceship in Design and
Decorative Paint1ng and Woodcarving in Annaberg, studied
two years at the Academy of Applied Arts in Dresden on a
scholarship, and a further year on scholarship at the
School of Art in Muenster.
Germany.

She showed extensively in

In Canada she has had shows in Winnipeg, Calgary

and in Edmonton at Jacox Galleries, the European Art Salon*
and in a privately sponsored group show.

Public response

has been good, particularly among the young people.
The art of Edith Eichner includes painting,
sculpture and folk art.

The greatest influence was

H. Kueckelhaus who taught her an "organic way of thinking"
and seeing things as they are.

Her works cannot be

classified, she feels, but are develpping in an individual
direction--sometimes in happy fanciful paintings and
sometimes in paintings with a definite message expressed
in a few well chosen forms.

The sculptures are an

interplay of forms and 11.nes, with space in.eluded in the
composition.

Inspiration comes from events and experi-

ences but not from seeing art magazines or exhibitions.
She admires the old masters, particularly Rubens,
*An import and furn.iture store.

Lorelei

1960

Flower Children
Road to the Ri ht

Plate 3: Edith

Beaut:✓- and her
Sister 1965

1967
1969

Eichner

Please note: Images on this page were redacted due to copyright concerns.
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Bembrant, tv;ichelangelo, Picasso in his early works,
Marino Marini, Paul Klee, Barlach and primitive unknowns.
Edith Eichner's sculpture is represented on Plate

3 by one done in 1960, Lorelei.
been cast in bronze.

Some recent ones have

The paintings are Beauty and Her

Sister of 1965, Flower Children of 1967 and Road to the
Right of 1969.

A later work, not shown here, is composed

of boot-tracks in cement, culminating in the embedded
boots and then footprints.

Her paintings tend to be

succinct comments on life in a style that appears to
derive from folk art.
Pat Fairhead.

Pat fairhead's art training was

at the Ontario College of Art.

She is a member of the

Canadian Society of Painters in Water Color, the Society
of Canadian Artists, and the Color and Form Society-all based i.n Ontario.

She had four one-man shows while

in Toronto, and one at Jacox Galleries.

The public

finds the paintings, available through galleries, a
"pleasurable experience."
The paintings are in mixed media--she uses water
color, collage, and polyvinyl acetate to create textures
of varied character.

She is sometimes inspired by

feelings about the outdoors and people, but paints
intuitively and non-objectively.

Influences on her work

Plate 4:
Pat Fairhead
Please note: Images on this page were redacted due to copyright concerns.
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are David Milne because of his sensitivity, and her
teacher Frank Carmichael because "he made me work so
hard."

She admires a great many Canadian painters and

feels we do not pay enough attention to them.

She works

quite a lot with young people encouraging them to free
themselves to create.

(41)

The works shown on Plate 4 are small (9' by 12")
examples of her paintings.

She is quite prolific, and

usually shows larger works in the same style.

The earlier

one is shown at the top of the page, the most recent at
the bottom.

None are titled.

Len Gibbs.

Len Gibbs has no formal art training

but has given himself a rigorous apprenticeship.
shown with Academy Six and in the Art Mart.

He has

Now, he is

able to paint full time, and there is great demand for
his work through quality galleries in Vancouver and in
London, England.

Public response has been good.

F~per-realism--more detail is painted than the
eye is likely to see in nature--is the style which Len
Gibbs has adopted.

He goes on sketching trips gathering

material from things he sees that seem typical of the
prairies.

He does much sketching, planning and composing

before meticulously painting the picture.

Dali's

paintings made him aware of detail in painting, but he

Hayrack

Salmon Whari

Plate 5·,

Len Gibbs

Please note: Images on this page were redacted due to copyright concerns.
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does not feel influenced.

He also admires Alex Colville

and Andrew Wyeth for their detail, and abstractionists
Harold Town, Jack Shadbolt and Gordon Smith.
The two paintings on Plate 5 were done within the
past two years.

Len Gibbs' style has not changed since

he decided to do these detailed paintings in acrylics.
Hayrack represents his prairie paintings, and Salmon
Wharf his coast ones.
Les Graff.

Les Graff, presently the Supervisor of

the Arts and Crafts Division, Cultural Development Branch,
Department of the Provincial Secretary, is a graduate of
the Alberta College of Art in Calgary.

He was active in

the founding of Focus, a co-operative gallery, during the
early 1960's.

He had one-man shows there and later in

Jacox Galleries, and a group show in the Edmonton Art
Gallery.

Though there 1s a small group of people in.ter-

ested in his work, he does not feel much need to show now.
Les Graff cannot classify his work, beyond the
fact that he tends to work with organic ideas.

His

earlier paintings are abstract expressionist, certainly,
having the influence of Kline, Pollock and deKooning.
About 1963 he had to go back to organic subject matter
and his work has become more concrete.

He is interested

in the effect on himself of times of day, times of year,

1964

Pel v·1s 1966
Plate 6·· Le 5 G raff
Please note: Images on this page were redacted due to copyright concerns.
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and so on.

He admires but is not influenced by artists

who deal with abstract kinds of subject matter:

Goya,

Turner, Hedon, Sutherland, Bacon, Henry Moore, Butler,
M.anzu and Marini.
Plate 6 shows a 1962 oil on canvas, :l!:!:!. of 1964,
Pelvis of 1966, and a 1969 oil on canvas.
Robert Guest.

Robert Guest attended the Banff

School of Fine Arts and is a graduate of the Alberta
College of Art.

He teaches extension art classes and at

the Edmonton Art Gallery.

In 1968 he became a member of

the Alberta Society of Artists.

Several shows of his

work have been held in the Grande Prairie area and two in
Edmonton.

His work is usually not available to the public

except through A.

s.

A. shows.

He feels that the public

has been accepting and encouraging, but does not altogether trust their statements.
The preferred medium of Robert Guest is pen and
ink drawing, though he does paint 1n oils.
would be called realism.

His style

The atmosphere or spirit of, the

wilderness, particularly unusual moods in nature, inspire
his work.

His technique in drawing is not derived from

others and so not really influenced by artists.

He

admires Tom Thomson for his use of color and paint, Emily
Carr for her interpretation of the atmosphere of nature,

Moon on the Ridge
1960
Spot Fire Starf1 ng
1965

Copton Lookout
in October
1965

1968

Plate 7: Robert Guest
Please note: Images on this page were redacted due to copyright concerns.
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and some of the skies in Charles Russell's paintings.
The works shown on Plate 7 represent both oils
Moon on the Ridge of 1960 is in oils.

and ink drawings.

The oil Spot Fire Starting of 1965 is an example of his
attempts to put motion into paintings with rich colors
and brush strokes.

The ink drawings are intricately

built up of lines, sometimes in black and sometimes in
colored inks.

Copton Lookout of 1965 is in black ink,

and the 1968 example in red, green and blue inks.

Doµg Haynes.

Doug Haynes is a graduate of the

Alberta College of Art, but studied in Europe in 1958 on
scholarships, and in 1967 and 1968 on a Canada council
award.

He is presently art advisor to the provincial

government and teaches at the university.

His work has

been seen in many one-man, two-man and three-man shows in
Edmonton and across Canada, as well as in several All
Alberta* shows.

The fifth (1963) and sixth (1965)

Biennials of Canadian Painting, National Gallery, Ottawa
included works by Doug Haynes.
Royal Canadian Academy.

He is an Associate of the

His work is available through

shows, and judging from reviews his work is well received.
His work is in semi-relief, reflecting the space
of the prairies.

Influences, in that they set a standard,

*An annual juried show open to all Albertans.

Plate 8: Doug

Haynes

Please note: Images on this page were redacted due to copyright concerns.

#1 November 1968
Plate 9:

Doug Haynes
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are Rembrandt, Van Eyck and early Italians.

Influences

in a technical sense are Spanish abstractionists Antonio
Tapies and Sacco Burri.
Doug Haynes' "works are richly textural and draw
color from the earth." (49)
of experiment and effort.

Each represents many weeks
Early in the 1960's he used

earth hues and included some quite intricate forms.

Later

works have simplified forms, with the "central image now
divorced from the background" (catalog} which is white
and sometimes divided, with touches of bright color used.
In Plate 8 are two recent works, and in Plate 9 is

t!

November 1968* (a typical title).
P.H. Henson.

P.H. Henson's art training was

through private tuition, the Ontario College of Art,
Banff School of Fine Arts, and numerous workshops.
Though past eighty, he still teaches painting and
sketches extensively.

His work was in a traveling

exhibition of the Cultural Activities Branch, and he
shows with the Alberta Society of Artists.

He is also

a member of the Edmonton Art Club, and a non-active
member of the Canadian Society of Painters, Etchers and
Engravers.
Mr. Henson does not classify his work, but his
*This appeared on the March-April 1970 cover of
the ATA Magazine a publication of the Alberta Teachers'
Association.

At Port Alberni
ca. 1964

Logging Camp
1965

0 uiet Harbour
Plate 10: P.H. Henson

19 70
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subject matter is usually an outdoor scene, often with
old buildings, although he also does abstracts and semiabstracts.

He paints in oils, but considers himself

first of all a draftsman.
J.

w.

He is inspired by landscape.

Beatty, R.C.A., his teacher, influenced him and he

admires Constable and Cezanne for "their keen and
perceptive interest in landscape painting."
The works shown on Plate 10 are At Port Alberni
of ca. 1964, Quiet Harbour of 1970, and the drawing
Logging Camp of 1965.

The abstracts are not represented

here, but include compositions of bimorphic shapes and

Feininger-type city vistas.

The landscapes tend to be

mountain scenes or old buildings--the latter predominating
in the many drawings.
Pat Kemball.

Pat Kemball attended the Alberta

College of Art, and is now teaching extension art classes
and doing art therapy at the Alberta Hospital (Edmonton).
He has had shows as a student in Calgary; and in Edmonton
at the Students• Union Gallery* in 1968 and at the Art
Mart in 1969.

More recently he showed in Vancouver.

His work is available through the Art Mart.

The public

reaction tends to be extreme dislike or extreme enthusiasm.

In 1970 he received a Canada Council award.

*a gallery in the Students' Union Building,
University of Alberta.

er imb

this Tree to
Heaven 1967

Blossoming Bride 1966

Go Fly
Your Kite
1969
Elephant Bliss 1968
Plate 11 ~ Pat Kemba 11
Please note: Images on this page were redacted due to copyright concerns.
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He does a mystical form of art, highly symbolic.
The impetus comes from experience, in this case inner
experience or meditation.
related to his dreams.

The subject matter is often

He does not feel influenced by

artists but only by his "inner vision."

Artists he

admires are single individuals rather than part of a
group.

Particularly he admires the Eskimo artists for

their sense of expressing truths, William Blake for his
spiritual longings, Marc Chagall because of his pictures
expressing joy of life, Albert P. Ryder for his paintings
full of longing, H. Rousseau for his innocent simplicity,
Od.ilon Redon for a mystical quality, and El Greco for an
upward transcendence.
During the earlier 1960's Pat Kemball painted in
acrylics and tended to use delicate color and form.
Later works were done in oil-pastels with bolder, more
naive images and colors.

The recent works are hard-edged

symbols from his dreams without their conte•t, done in
bright paint on shaped plywood.

During 1969 he was

carving a dragon guitar, and he hopes to animate his
ideas on film.

Plate 11 shows Blossoming Bride, a 1966

acrylic; Climb This Tree to Heaven, a 1967 acrylic;
Elephant Bliss, a 1968 pastel; and Go Fly Your Kite,
a 1969 work in Day-Glo enamel.
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Murray MacDonald.

Murray MacDonald is largely

self-taught, the exception being some study of water color
at the University of Washington.

He has retired as art

supervisor for the Edmonton Public School Board, but
teaches classes at the University of Alberta.

His work

has been shown in Seattle, eastern Canada, India, Calgary
and Edmonton and is available through Jacox Galleries.
Demand 1s high.
Murray MacDonald might be called the dean of
Alberta water color painters.

Lately he uses a wet-on-wet

technique most frequently, but this varies.

Inspiration

comes from moods of the outdoors and people at work.
Subject matter is usually landscape.

He feels no direct

influence, but has seen much art in Europe and Asia.

He

admires Rembrandt for his mastery of line.
Murray MacDonald's water colors have become
increasingly free in handling.

Examples shown on Plate 12

are The Blue Hill, Net Hauling, and Red Glow.

The dates

were not obtained.

Thelma Manarey.

Thelma Manarey has received art

training in extension classes, the Banff School of Fine
Arts, a University of Washington summer school, and
workshops with John Ferrin (1960), Kenneth Noland (196J)
and Shane Weare (1968}.

She does some teaching at the

The Blue Hill

Net Hauling

Plate 12:
Murray Macdonald
Red Glow
Please note: Images on this page were redacted due to copyright concerns.
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Edmonton Art Gallery.

She has had many shows in Edmon-

ton, including at Jacox Galleries, and in eastern Canada,
and shows with the Alberta Society of Artists.

Her work

is available through Jacox Galleries and she does commissioned portraits.

Response to some of her paintings and

prints has been good, although the 'white' ones do not
apparently appeal to a great many people.
She calls her present abstract work "soft hardedge," and contemporary.

Her recent works are in acry-

lics, although earlier ones are in oils.

The inspiration

now comes from things that have happened in previous
paintings that intrigue her and spur further exploration.
When trying new media she goes back to realism.

Influen-

ces are Charles Stegeman who gave reasons for the way
things were done and looked for a spiritual quality in
paintings, and Kenneth Noland for the technique of staining canvas with acrylics.

She has put away her art maga-

zines to avoid their influence.

She particularly admires

Paul-Emile Borduas' paintings.
Thelma Manarey's work shows a clear orderly
evolution through the 1960's.
but the result is abstract.

She uses organic forms,
The earlier ones are in the

colors of the landscape and increasingly loosely handled.
When she began using acrylics she worked up depth with
many layers of transparent color.

Some forms became

Phenix

1960

Enigma

1968

Allegro

Plate 13: Thelma Manarey
Please note: Images on this page were redacted due to copyright concerns.
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hard-edged.

These two trends eventually came together in

the stained canvas with opaque "pristine white" organic
shapes painted over.

One recent painting is 99" by 99"•

Shown on Plate 13 are Phenix of 1960, Allegro of 1963,
and Enigma of 1968.

The latter is acrylic.

Violet Owen.

This artist has been trained at the

Ontario College of Ju-t and the Vancouver School of Art,
and attended a workshop with deTonnacour.

She is a member

of the Alberta Society of Artists and shows with them.
She also showed at Focus.

The public generally likes her

work.
She presently does large figurative drawings in
charcoal, usually finishing the face and hands while
leaving the rest more sketchy.
paintings on the same scale.

She has also done figure
Inspiration comes from the

movements and expressions of people.

Influences were

Jock MacDonald at art school and possibly deTonnacour.
She admires Modigliani and Rembrandt.
In 1963 Violet Owen's figure paintings were described as" more than accomplished ••• but needed more of
an individual approach to their subjects •••• ''

(14:102)

In 1969 her paintings " ••• lose impact because her use of
color lacks the dramatic contrast that her drawings have."
(15:21 Nov. 1969)

Her drawings are compared to those of

Tom

1967

..,

Seit Portrait
1965

Tommy Too
Plate 14: Violet Owen

1969
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(15:8 May 1969)

Ingres.

On Plate 14 are paintings Self

Portrait of 1965, 12m, of 1967, and drawing Tommy Too of

1969.

She does primarily drawings now, rather than

paintings.
Mary Parris.

This artist has attended extension

art classes, workshops and the Banff School of Fine Arts.
She has shown at Focus, the Edmonton Art Gallery and in
Calgary, and has had a traveling show with the Cultural
Development Branch.

She is a member of the Alberta So-

ciety of Artists, showing with them, and of the Canadian
Society of Painters in Water Color.

Her works are avail-

able through shows or events like the annual gallery
women's committee "art matt."

Some people like and buy

her work.
She thinks her painting is perhaps impressionistic
but prefers not to classify it.

She paints intuitively,

and the results seem to her not abstract.
outdoors her subjects are often trees.

When sketching

Influences have

been the encouragement of Charles Stegeman at Banff when
she was trying to get beyond natural paintings, and the
introduction to acrylics by John Ferrin.

She admires

Toulouse-Lautrec, David Milne, and Janet Mitchell of
Calgary--all because of their water colors or water-color
effects.

1961

Fury

Midas

Plate 15:

1965

Floral

1969

Mary Parris

Please note: Images on this page were redacted due to copyright concerns.
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Mary Parris now paints in either water color or
thin acrylic.

In 1960-61 she still used subject matter--

seed pods or birds for example.

Later the paintings are

more spontaneous, amorphous and have a translucent
quality.

On Plate 15 are Fury of 1961, Midas of 1965,

and Floral of 1969.
Harry Savage.

Harry Savage ia a graduate of the

Alberta College of Art, and teaches extension classes in
drawing, painting and printmaking.

His work has been in-

cluded in several All Alberta shows, but he belongs to no
art organizations.

Though his work is not usually avail-

able to the public, he has dome some commissioned work.
He does accomplished prints, although he is
better known for assemblages in a pop style.

Recently he

also did work using photography and optical color effects,
and some conceptual art.
finished.

His pieces are meticulously

"Harry Savage brings to bear his wit, concern,

and delight with the affairs of the world creating imagery
of a bold and solid intensity."

(49)

Shown on Plate 16

are a commissioned painting now in the Edmonton Veterans'
Home, probably done in the mi.d-1960' s, and Whipped Dream
done in 1968 or 1969.
Jack Vanderwal.

Jack Vanderwal is largely self-

taught, although he has had some exten.sion classes.

He

Whipped
Dream
1969

Plate 16:

Harry

Savage

Please note: Images on this page were redacted due to copyright concerns.
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feels impelled to paint, although he also teaches some
art classes and conducts group therapy with art at the
Alberta Hospital (Ponoka).

His work has been shown by

the Art Mart in Edmonton and in one-man shows in Vancouver and Red Deer, and in a two-man show in Toronto.
work is available through the Art Mart.

His

Public response

has been good, but sales are largely to people outside
of Alberta.
He paints in a personal style, dependent to some
extent on what is to be expressed.

Of great influence

are his experiences in Holland during World War II.

He

admires artists like vanGogh, Gauguin, ~unch, Roualt,
Gordon Smith, Nolde, Beckman, Appel and Picasso--for
expressionism.
The examples on Plate 17 illustrate Jack VanderWal's paintings of recent years.

Some of his earlier ones

are symbolic, and there are some that could be Picasso's
from the 'blue period' although at the time of painting
this phase of Picasso's work was unknown to him.

Party

Dress of 1968 is fairly representative of the Wyeth-like
works that the public likes.

Children's Play of 1969 is

a social statement, as are many of the paintings.
Brother's Keeper of 1970 is a statement of understanding
of human suffering and an example of the work not yet
shown publicly.

Party Dress

Childrens' Play

1968

1969

Brother's Keeper
1970
Plate 17: Jack Vanderwal
Please note: Images on this page were redacted due to copyright concerns.
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Harry Wohlfarth.

Harry Wohlfarth is a graduate of

the Art Academy, Dresden, and has studied with Kokoschka
in Salzburg and with James Pinto in Mexico.

He received

a M. F. A. in science and painting at the University of
GuanaJuato in 1968, and has a Doctorate from the Roman
Academy of Arts and Sciences.

He is a member of the

German Academy of Color Sciences, a fellow of the International Institute of Arts and Letter in Geneva, a
Senator of the Roman Academy of Arts and Sciences (1962),
and a member of the Tiberian Academy (1969).

He is

listed in the International Dictionary of Art (1970) with
other Canadians deTonnaoour, Riopelle, and Harold Town.
He has had one-~an shows in Montana, Montreal, Mexico,
Rome (1970}, and Germany (1970), as well as at Jacox
Galleries in Edmonton.

His work is available through

Jacox Galleries, Gallerie d'Art d'0uest in Montreal and
the Tiberian Academy in Rome.

The younger people react

favorably to his work, while older people find it hard
to get used to--which the artist takes as a compliment.
Harry Wohlfarth's present paintings are high
frequency color-kinetic expressionism.

He expresses a

protest against the attack on human senses by the mass
media and the individual's loss of identity in society.
Technically they represent much research into color
kinetics.

He was, earlier, influenced by Kokoschka.

Plate 18: Harry

Wohlfarth

Please note: Images on this page were redacted due to copyright concerns.
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His primary subject matter is nudes because of their
complete individualism.

He admires Botticelli, daVinci,

Kokoschka, Klimt and Giacometti (as a painter).
Harry Wohlfarth now paints exclusively in the
high frequency color-kinetic style.

Two phases are shown

on Plate 18: one in which the figure is bound by the
environment in the stripes and one where the figure is
more freed from the background.

His previous paintings

were expressionist in the usual sense and he feels that
they bear no relation to his present work.

He also does

sensitive drawings, partly preparatory to the paintings.
Norman Yates.

This graduate of the Ontario

College of Art also studied at the University of Durham,
having received a Canada Council grant in 1967.

He is a

professor in the art department of the University of Alberta.

He has had numerous one-man shows (Edmonton, Montreal,

Vancouver, Los Angeles, Louisville, England, Germany) and
has been involved in many group shows across Canada.
Some stage sets and costumes for Edmonton theatre are his
designs.

His work is available through galleries and

the public reaction has been varied.
He does not claim a style label, but his work
has some mystical and some satirical qualities.

He is

inspired by people, objects and relationships in the

Revolving Credit

Wall Power

Power Vestment 111 .1968 Medal Altar

1968

1968

Plate 19! Norman Yates
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environment.

Jock MacDonald and Fred Hagen were influen-

ces during his student days.

He admires Goya, Magritte,

Bruegel, William Scott, Redon and Pasmore.
The works on Plate 19 are recent.

The paintings

are from 1969 and deal with images of " ••• the sense of
absurdity that is the hero's role in history."
1969)
symbol.

(15:5 Dec.

Some recurring images are the medals and the 'queen•
The drawing appeared in Edge
Others.

9.

Some artists, who were listed but did

not become involved in the study, are mentioned here in
order to give a more complete picture of the art situation in Edmonton in the 1960's.
Robert Carmichael, a graduate of the Ontario
College of Art, teaches extension classes.

He paints

"social fantasy" (15:16 Jan. 1970) and mythical landscape
--his work might be called surrealist.

Technically the

paintings are highly finished and acrylics are used.
Fantasy of a Simple Man was included in the 1969 All
Alberta show, and he has had shows at Studio Theatre.
Ethel Christensen painted in Edmonton early in
the 1960's and showed* when possible.

Her work has been

in All Alberta shows and she had a show at Focus.

Her

bright expressionist abstracts probably encouraged the
*She had work shown in the European Art Salon.
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local artists.

She is now in Calgary.

Ihor Dmytruk's work was described in 1964 thus:
"Dmytruk's art lacks any personal character.

He 1s not

driven by a desire to express himself; no passion dominates h1s mode of expression." (50)

However in 1970,

after a period of six years, he is called " ••• one of the
best young artists currently working in this area." (15:

9 Jan. 1970)

His present paintings are based on the

organization of modular shapes and on the relation of the
grey shapes to the color of the background.
minimal tradition.

It is in a

He had a one-man show at Focus and

one in the Students' Union Art Gallery in early 1970.
His work has been included in several All Alberta shows,
and a group show in the Edmonton Art Gallery.
Meredith Evans is one of the two full-time professional artists in Edmonton and a member of the Academy
Six.

His work is available through the art Mart, and

has been in group shows elsewhere.

He paints realistic-

ally, usually using landscape subjects.
H. G. Glyde has left Edmonton, but was for many
years teaching in the art department of the University
of Alberta.

His painting was described in 1963 as

thoroughly professional and •canadian."

(14:102)

He

has painted historical murals as well as smaller landscapes in a realistic style.
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Ron Kostiniuk left Edmonton recently because
of better opportunities elsewhere.

He had a one-man

show in the Edmonton Art Gallery in 1969, and also had
two works in the seventh Biennial of Canadian Painting
(1968) which was juried by William Seitz, and has had
work in All Alberta shows.

His structnrist reliefs are

made of meticulously painted wood components, occasionally
of transparent plastics, and sometimes incorporate
lighting.
Gino Pezanni was trained at the Glasgow School
of Art and teaches commercial art at the Northern Alberta
Institute of Technology.

He shows with the Alberta

Society of Artists and has had works in All Alberta
shows.

His works are carefully finished, and recent

ones have been highly stylized.

Colors are limited,

textures are usually rich, and the motifs remind one of
Oriental or Mexican symbols.

Earlier works were textured,

but less rigidly composed.
Ernestine Tahedl is now in Toronto and known
for stained glass work.

During her few years in Edmonton

in the early 1960's she had a great influence.

She

showed Edmonton painters some of the possibilities of
acrylic paints when these first became available, and
taught her extension students how to begin with untinted
polymer medium and make their own colors.

Her own
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paintings were of great depth and translucence.

She

showed in Jacox Galleries soon after they opened.
Jack Taylor is one of Edmonton's best known
painters, and has taught in the art department of the
University of Alberta for a number of years.

He is a

graduate of the Ontario College of Art and has studied
at the Art Students' League in New York, at the Slade
School of Art in London, and in Italy.

His subject

matter is usually landscape or architecture, sometimes
a detail as in the example on Plate 20*.

Dorothy

Barnhouse described his work in 1964:
"A concentration upon textural and tonal values
establishes a close alliance with content •••• These
paintings are about elemental, time-worn things;
rock, glacial ice, a sleeping town--all under
glowering skies, with here and there a gleam of
light. The muted colors are carried mainly by
glazes: violet, grey, blue, cool green." {1:April,

1964)

Silvain Voyer has had work in the All Alberta
show, but rarely shows his work publicly.

He painted

in New York during the winters of 1968-69 and 1969-70.
He feels these experiences have "tended to simplify and
formalize his recent works," (49:42) some of which are
on shaped metal surfaces and are done in 'optical'
colors.

He also does small sensitive landscapes.

*This appeared on the May-June 1970 cover of
the ATA Magazine a publication of the Alberta Teachers'
Association.

1968

Opabin #1

Plate 20:

Jack

Taylor

Please note: Images on this page were redacted due to copyright concerns.

52
Summary.

In order to get a view of Edmonton

art and artists as a whole, some of the foregoing has
been summarized.

The most commonly mentioned sources

of art training were the Alberta College of A:t't, the
Ontario College of Art, and workshops with well-known
artists (extension department or Emma Lake, Saskatchewan}.
A summary of the number of times the various sources of
training were mentioned appears in Table 1.

Several

artists have received training from more than one source
and all are counted.

Only the eighteen artists dealt

with in some detail are included here.
Table 1
Number of Artists Trained at Various Schools
Alberta College of Art
Ontario College of Art
workshops
Europe -post graduate
Banff School of Fine Arts
extension classes
self-taught
Europe -original schools
University of Washington
Vancouver School of Art
Mexico

5
5
5

5

4
4

3

2
2
1
1

Table 2 gives an indication of the exposure
that local art receives.

Most exposure is local but

there is some indication of wider exposure in that ten
artists have had one- or two-man shows in Canadian or
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American centers other than Edmonton (two of these have
had more than five such shows).

Five artists have had

one-man shows outside Canada and the United States.
Table 2
Exposure of Local Art

Type of Show
one- or twoman shows (1
to 5 shows)

locally

Coutts
Eichner
Fairhead
Gibbs
Guest
Haynes
Kemball
Owen
Parris
Vanderwal
Yates
Barry
one- or twoman shows (6
Graff
or more shows) MacDonald
Manarey
Wohlfarth
group shows Guest
Alberta Society Henson
of Artists
MacDonald
Manarey
Owen
Parris
group shows Eichner
others (1 to
Haynes
5 shows)
Savage
group shows Barry
others (6 or
Coutts
more shows)
Gibbs
Yates

in Canada or
U.S.A.
Eichner
Fairhead
Gibbs
Guest
Haynes
Kemball
Vanderwal
Wohlfarth

outside Canada
and U.S.A.
Eichner
Gibbs
MacDonald
Wohlfarth
Yates

MacDonald
Yates

Coutts
Eichner
Henson
Haynes
Manarey
Yates

Eichner

Seven of the eighteen artists studied have their
work usually available in commercial galleries.

Two
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artists have agents in other parts of Canada and in
Europe.
Of artists named as influencing local artists,
six had been teachers of the local artists, and seven had
led workshops attended by the local artists.*

In most of

these cases the influence was through encouragement and
inspiration rather than through their works.

Events were

consciously thought of as influences in three cases.
Artists who are admired by local artists are
many.

There were twelve references to Canadians, two to

Americans, ten to British, forty-one to Europeans and
two to primitives.

Artists of the past were mentioned

twice as frequently as contemporary artists.**
The style of local work is varied, whether it is
classified according to the artist's way of working or
the final result.

Most of the artists preferred not to

label their work stylistically.
Criticism
Dorothy Barnhouse was critic for The Edmoneon
Journal for about four years in the mid-1960's.

She also

painted until 1965 and has a varied background as an
artist: classes as a teenager with a Mrs. Mortimer,
*A classified list appears in Appendix B.
**A list of these artists appears in Appendix B.

55
scholarship study in Banff and Mexico, a time painting 1n
the Maritimes with people like Jack Humphrey, and sketching with the Alberta Society of Artists.

Her columns*

tended to mention art shows in a variety of locations and
sponsorships and thus brought some relatively unknown
artists to public notice.

In her writings she tended to

describe works of art and sometimes gave her reactions,
but seldom value judgements.
brisk and optimistic.

The tone of her columns was

She stopped writing art criticism

when she felt she had begun repeating herself and had
nothing new to say.
Virgil Hammock was critic for The Edmonton Jour-

!1!1. for two years--spring 1968 to spring 1970.

He also

taught in the art department of the University of Alberta
from the 1967-68 academic year until spring 1970.

He is

a painter, showing with the university fine arts staff.
His columns* covered shows at the Edmonton Art Gallery,
the University Gallery and Museum and the Students' Union
Art Gallery, with occasional mention made of shows in
other locations.

He tended to load his articles with

in.formation related to the current show and give his
reactions to some works, but did not usually describe
them.

He tended to make value judgements.

The tone of

his columns was confident and sometimes a bit cynical or
*Sample quotations appear in Appendix

c.
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'crusading.'

He left Edmonton in May, 1970 for a posi-

tion with the University of Manitoba Art Gallery.
Bob Harvey has occasionally written articles for
The Edmonton Journal about art, but usually covering
events rather than art shows.

He is a journalist.

His

columns* tend to be packed with information and quotations
from interviews with people involved in art.

He seldom

gives his own opinions.
Since only one column was available from the
University of Alberta student newspaper, their critie was
not considered in this study.
Public gallery
History.

The history of the Edmonton Art Gallery

during the 1960's is one of increasing excitement.

In

1961 J. MacGillivray was appointed director, replacing
P.H. Henson.

In 1962 the late Mrs. Arthur B. Condell

left a bequest of about $600,000 for construction of a
new building with the stipulation that the gallery would
furnish a s1 te and maintain the building as a museum. of
arts, and that construction begin within five years.

By

1964 a location had been chosen in the civic center; in
1965 Bittorf-Wensley, architects, were hired to design a
building, A. J. Pyrch was appointed as head of the
*A sample quotation appears in Appendix

c.
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building committee, and the Junior League offered to contribute a Junior Gallery.

In 1967 William Kirby came as

director and a fund raising drive was in full swing to
supplement funds provided by the provincial and city governments and the sale of the old Secord House gallery.

Con-

struction was begun within the time limit of the Condell
bequest, and in 1968 the E. E. Poole collection of Canadian paintings was bequeathed to the gallery.

The culmi-

nation of all this activity was the official opening in
April, 1969 of the Arthur Blow Condell Memorial Building,
though the gallery was nearly complete and in use in
December of 1968.
The opening of the new gallery in the civic center,
near the public library and city hall, marks the beginning
of a new era in Edmonton's art community.

Secord House

was a large old home and not in the best of condition.
Now there is a building designed as a gallery and incorporating ideas collected from galleries elsewhere.
"The new building is humidity and temperature
controlled throughout and has a special vault for
storage of collections. It will also be protected by
a security staff and a highly-sensitive electronic
alarm system." (18:11 Oct. 1968)
This gives Edmonton access to a wide choice of quality
exhibitions that were impossible in the old location.
The building itself has two floors of gallery space with
a third floor below ground and containing a small
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theatre, studio classrooms, vault and storage rooms.
Interest in the facilities is evidenced by the
fact that in May, 1969 the Canadian Museums Association.
held their annual convention in Edmonton.

The Edmonton

Journal contianed the following reaction to the new
situation:
"Until the new gallery, in Sir Winston Churchill
Square opened last year, Edmonton had no place in the
world of art. Our local artists were generally
ignored in the East and in the u. s., and anyone who
wanted to see the best art had to travel to Toronto
or New York.
"Now the world's best art, from baroque to avantgarde, is on display here, and our artists get a.
better hearing elsewhere, because Edmonton means
something to a.rt professionals in Europe a.swell
a.s Chicago and New York." (18:16 Jan. 1970)
Attendance figures in the old location were about twentyfive to thirty thousand people per year.

During the first

year in the new location over one hundred-sixty thousand
visited the gallery, and the director expects the figure to
be two hundred-fifty to three hundred thousand per year as
programs become implemented.

One direct result of the new

facilities was the arrival (in time for the official
opening), on extended loan, of the nearly three hundred
items of the collection of Dr. and Mrs. Max Stern, Dominion Gallery, Montreal.

This is an important collection

of Canadian painting and European sculpture.*
*A list of artists represented in the collection
appears in Appendix D.
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Programs.

The Edmonton Art Gallery conducts a

partially overlapping series of regular programs.

There

is a program of art classes for children, teens and
adults covering a variety of areas.
thousand people were registered.

By January, 1970 one

There 1s a regular pro-

gram of films, partly related to current exhibits, and a
lecture program.

Some of these are scheduled during the

weekday noon hours.

School tours are conducted with

estimated participation being ten thousand students per
year.

The Junior Gallery has its own series of exhibi-

tions* intended for young people, and many types of art
and approaches to it are used.

Some of these exhibitions

have been explanatory of art techniques, environmental,
or aimed at widening horizons.

The women's committee

runs a Gallery Shop and a Rental and Sales Gallery, and
are helping to provide furnishings for the new building.
The Rental and Sales Gallery was begun in 1957 by the
Junior League and turned over to the women's committee
later.

Original paintings and graphics are thus availa-

ble to Edmontonians at a resonable price.
In addition to the regular programs, there are
occasional special programs.

The first of these was the

opening week in April, 1969.

On display were:

"Survey of

Canadian Art" from the permanent collection and including
*Some Junior Gallery shows are listed in Appendix D.
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the E. E. Poole Foundation Bequest; the Dr. and Mrs. Max
Stern Collection, Dominion Gallery, Montreal; and in the
Junior Gallery "The City:

an Environment."

The official

ceremonies plus choir and symphony music took place on
Sunday; Monday was "Artists' Day" with activity, panel
talks, discussions and films; Tuesday and Wednesday
featured demonstrations, teas, and meetings of various
groups; Thursday was "Teen Night" with three bands present; Friday featured folk singing and ethnic dancers;
Saturday was "Youth Day" with activities in the studioclassrooms, music by a steel band, ethnic dancing and
films.

Noon programs were also conducted each day.

Since the opening, special programs have been related
to certain exhibitions.

One example is the symposium

for artists co-incident with the conceptual "Place and
Process" show.

Another example is the event connected

with the "Ten Washington Artists" show in February 1970:
a talk by Andrew Hudson (who put together the show) with
three of the artists present, a film about two of the
artists in the show, and a full page of articles i n ~
Edmonton Journal.
Collection.

The permanent collection has been

gathered gradually and consists mostly of Canadian works.
The E. E. Poole Foundation Bequest of seventy-five paintings and sculptures is Canadian.

There have been other
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gifts to the gallery.

The Canada Council, through grants

and its "Directors' Choice" matched grants program, has
facilitated the recent purchases.*

The extended loan of

the Stern Collection of important painting and sculpture
has made possible some worthwhile local shows.
Gallery pQlicies.

As yet the Edmonton Art Gallery

has not finalized a purchase policy.
is extremely limited.

The purchase fund

Attempts will be made to fill gaps

in the Canadian collection, though this may be difficult.
Other purchases will of necessity be of contemporary work,
possibly in a specific direction.
There was no policy regarding shows in the old
location: so few were available because of the poor facilities.**

The present policy is basically one of quality,

and beyond that of interest, variety and accessibility.
A wide range of shows are now available to the Edmonton
Art Gallery.***

A few local artists have had one-man shows,

and group shows like the Alberta Society of Artists show
and Environment 70 were held in the gallery in 1970.
The purposes of the gallery in the old location
were mostly survival.

With that problem more settled,

*A list of purchases appears in Appendix D.
** An example of shows for one month appears in
Appendix D.
***A list of shows since the opening appears in
Appendix D.
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the gallery's aims have become educative, interpretive, and
stimulative.

The approach is through exposing the public

to art as it exists, and getting people involved through
varied programs.

Another purpose is to stimulate crea-

tivity in local artists.
Private galleries
In 1960 and 1961 there was an influx of artists
into Edmonton, but no place to exhibit.

The Edmonton Art

Gallery policy was to have no one-man or even group shows.
The situation was described thus in 1962:
Two weeks before the opening a walk in Edmonton
was not a titillating artistic experience. Paintings
in the few mainstreet shops belong to the dismal
grapes-and-pheasant school. One dealer carries a
few local artists, but they are lost amid the glitter
of gorgeous teak and flights of innumerable birds.
The Civic Gallery has the look of girdled Victorian
incorruptibility both outside and in. The rooms of
the old mansion are cramped and angled; lighting is
abominable; the lonely viewer walks from bedroom to
den turning lights on and off like a watchman. Policy has never been flamboyant • • • • At the University, paintings are tacked on the walls of a small
music room and lounge like Wanted signs in a post
office. Unlighted, too high, totally "unperformed,"
they show clearly that the management, at least, is
not impressed with art. The gallery has shown no
local artists this academic year. (28)
In order to show their work, a group of Edmonton and
Calgary artists discussed and planned, and then rented
two upstairs rooms on Jasper Avenue to be used as a cooperative gallery.

Focus, as the group and the gallery

were called, shared the rent and set up and manned their

63
own shows.

The gallery was open two or three days and

two or three evenings per week, and for the sake of public interest changed the shows every two weeks.
artists involved were:

Edmonton

Doug Haynes, Thelma Manarey, Mary

Parris, Margaret Chapelle, Les Graff, Violet Owen, Ethel
Christensen (now in Calgary), Lena Holgerson {potter),
Jane van Alderwegen (potter), Fred Owen (potter), Detta
Lange (now in California), and Ron Solomon (photographer).
The attendance was very good, interest was high, and
Focus had received a Canada Council grant and was holding
poetry readings as well as art exhibitions when the gallery was closed by choice in 1964 (63).
cided to close Focus for two reasons:

The artists dethe Edmonton Art

Gallery changed its policy and now held one-man and group
shows; and a new commercial gallery offered space for
shows by Focus members.

The place Focus was created to

fill on a voluntary basis was now being filled on a commercial basis, so there appeared no further need for Focus
gallery.
In 1963 or 1964 the Jacox Gallery opened on Jasper
Avenue--Edmonton's first real commercial gallery that was
not an art supply shop.

The public that had acquired a

taste for art at Focus continued to develop that taste
at Jacox Galleries, which still holds approximately month
long one-man shows.

These usually open with a party and
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the artist present.

At first most shows were of local

origin, but due to the necessity to stimulate sales and
the new demand for art done elsewhere, more outside shows
are being brought in.

There has been a trend toward sales

to business and industrial firms.

At the Jasper Avenue

location a boutique was operated in conjunction with the
gallery.

At the present location, the gallery exists

alone and the boutique shop on another street.

Some

local artists regularly handled by Jacox Galleries are:
J.B. Taylor, Doug Haynes, Allison Forbes, Norman Yates,
and Thelma Manarey.
The most recent gallery showing local works of
art is the Art Mart, Downstairs Gallery, which opened in
December 1968.

It grew out of a hobby of Erik Hansen,

and his interest in young artists of promise.

A boutique

is included in one part of the gallery and brings in a
larger public.

One-man shows of local work are held,

with opening parties and the artist present.
art from other areas is shown also.

Canadian

At first any artist

who wanted to show was accepted, but the gallery has
become more selective.

Few abstracts are handled because

of little market for them.

There is space now for more

than one show at a time and facilities are being improved.
Local artists whose work 1s handled are:

Meridith Evans,

Mel Heath, Jack Vanderwal, Doris Coutts, Audrey Watson,
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Pat Kemball, and sometimes Len Gibbs and others.
Public agencies
The Cultural Development Branch, Department of the
Provincial Secretary, Government of Alberta has existed
in general form since the mid-1950's, with occasional
changes in scope and name.

It is a department that serves

any group of people that can make use of cultural programs.
The Arts and Crafts Division deals with a more specific
area, and particularly it avoids overlapping the services
of other agencies.

Thus the emphasis in the division is

on crafts, since painting, sculpture and graphics are
handled by the Department of Extension.

(Alberta is

known primarily for potters rather than painters or sculptors.}

Until 1960 teaching skills of crafts was a major

activity.

By 1960 the division had worked up to some

new problems, and Les Graff became supervisor, bringing
in new ideas.

"Albertacraft" exhibitions continued to be

held in either Edmonton or Calgary.

Then in 1967 and

1968 vans carried craft exhibitions to smaller centers.
In 1969 and 1970 the centralized shows were resumed as
'Environment 69' and 'Environment 70.•

The early shows

were opportunities for community groups to exhibit and
compete for scholarships to the Banff School of Fine Arts.
The vans reached a larger number of people.

The 'Environ-

ment' shows were a demonstration of what the professionals

66
are doing.

Another part of the exposure program is a

collection of about one hundred twenty sets of slides of
contemporary craft items available to organizations and
arts and crafts groups, and about thirty-five small traveling exhibitions about crafts and painting.

The total ex-

posure program appears to reach about two hundred thousand
people per year.

The training program involves demon-

strations, lectures and workshops.

Financial assistance

in the form of equipment loan contracts and scholarships
is available.

A fourth kind of service is consultative:

pamphlets about crafts or plans for facilities and equipment, for example.
The Department of Extension, University of Alberta,
has existed since 1933 in the province.

In Edmonton the

extension art classes began within the University of
Alberta with diploma and extension students being enrolled
in the same classes.

Eventually extension students out-

numbered the university art students and in the early
1960's space became available in what had been the gymnasium of the former Education Building, renamed Corbett
Hall.

In the 1969-70 academic year 11,659 students were

registered 1n the extension department, 1,553 of these
in art courses.

A certificate program in art is offered,

but students are not required to work toward a certificate.
Each year's program concludes with a conference, exhibi-

67
tion, and scholarship and purchase awards.

One year a

summer program was set up in Dawson City with New York
artists present.

In 1967 a summer program was conducted

in Rome, and in 1968 in London, and in 1969 in continental Europe.

The aim of the total program is education--

opening doors for people, but not at a merely hobby level.
Special workshops are occasionally held for the local
artists.
The art department of the University of Alberta
began as a service to other faculties, offering from 1953
a diploma course.

From 1962-63 a Bachelor of Fine Arts

program has been offered--but the number of art courses
available was less than ten until 1966-67.

The staff has

increased to twenty-one, with about eleven thousand students from all faculties registered in art courses.
Registration in the B.F.A. program is increasing.

The

emphasis in the B.F.A. program is now on professional
training in art and design, including industrial design.
Further changes are planned for the near future:

addi-

tional courses and other kinds of programs not necessarily following popular trends.
The public
Some facts about this part of the population of
the study were gathered in parts B through G of the
questionnaire.
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Visitors to the Edmonton Art Gallery who

returned completed questionnaires tended to be younger
than those registered in extension art classes who returned questionnaires.

It might be noted here that there

was a higher rate of returns from extension art students

than from gallery visitors.
Table 3
Ages of Respondents in the Two Groups
under

25

25-45

45-b5
2

Gallery visitors

7

3

Extension students

0

11

6

Total

z

14

6

.Art show attendance.

over

b5

0

2
2

There is a slight tendency

for gallery visitors to see themselves as attending art
shows often, and for extension students to see themselves
as attending sometimes.

Table 4 indicates this.

relates art show attendance to age of subject:

Table 5
it appears

that art show attenders are likely to come from any age
group, with a very slight majority of 25-45 year olds.
Gallery show preference.

The questionnaire item D

was intended to discover the public preference for shows
in the Edmonton public gallery.*

Five mentions of fairly

* Shows held in the Arthur Blow Condell Memorial
Building are listed in Appendix D.

Table 4
Art Show Attendance of Respondents

often

sometimes

never

Gallery visitors

8

4

Extension Students

6

11

1

14

1.5

1

Totals

0 ( 1 )*

*Fora gallery visitor to report himself as
never attending is contradictory. This subject's entire
questionnaire was discounted for this and other reasons.

Table .5
Age and Art Show Attendance of Respondents

often

sometimes

never

Under 25

4

3

0

25-45

4

8

1

45-65

4

4

0

Over 65

2

0

0
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traditional shows were made:

"Piet Mondrian and the Hague

School" (twice), "Early Canadian Art", the Poole Collection,
and the "Group of Seven".

There were eleven mentions of

what we think of as modern shows:

"Drawing

u. s.

A.",

"Art in the Factory" (twice), "American Painting of the

'50's'', "Inflated images", the Canada Council Collection,
"Ten Washington Artists", Yves Gaucher, Vasarely (twice),
and "Air Art".

Other shows named were Children's Em-

broidery from Peru, American Primitives (Garbisch Collection), Sixteenth Century Art, the Alberta Association of
.Architects display, and "Art Mart" (a yearly sale of inexpensive local work).

One person liked none of the shows,

and one person liked most of them.
Ownership.

Of the twenty-six people who reported

owning original works of art, nine reported owning work
by local artists while seven reported work by other than
local artists.

Some listed several works of art.

Of the

six respondents who are not owners of original works but
wish to be, three prefer local work while two prefer
other than local work.

Specific works were mentioned.

No one reported absence of a desire to own an original
work.

The taste of respondents in art to own was grouped,

but under labels used by the subjects in response to the
last part of questionnaire item E.

Either ownership or

desire for ownership was considered to express the sub-

ject's preference.
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Some respondents listed several works

and all were counted.

Fourteen chosen works were listed as

traditional landscape (1), landscape (4), traditional (2),

representational (4), or realism (3).* The local artists

named in these groups were Murray .MacDonald, Meredith Evans,
J. Y. Jones, Rose Leonard, Cardiff, Jack Taylor, J. Allison
One chosen work

Forbes, Kratokhvil and Eleanor Coulthard.
was surrealist.

Seven chosen works were called abstract,

with local artists mentioned being Jack Taylor, Doug Haynes,
Silvain Voyer, Thelma Manarey, Karen Maine and Charles Hil

ton.

One work was called "any style", the artist being

Harry Savage.

One work was called "mythical impressionism",
One clay sculpture,

the artist being the respondent himself.

done by Chris Norquist, and one intaglio print were mentioned.
Participation.

All but two of the respondents re

ported that they do art work themselves.

The ratio of

people reporting that they do� art work in the two sub
populations is virtually the same as the ratio of respond
ents in the two subpopulations.

Table 6
Participation of Respondents in Art Work

Gallery visitors
Extension registrants
Total

much

5

8

13

some

5

11

16

none
2

0
2

* These categories are not identical, but overlap
and cannot be accurately separated here.
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When participation in art work is related to age
of the respondents, no trend is evident, except that all
respondents aged 25-45 reported themselves as doing some
art work.
Basis of reactions to works of art.

Item G of the

questionnaire was an attempt to determine the reasons
people think they have for their reaction to a work of
art.

Ten of the respondents expressed basically intellec-

tual bases for reacting.

Eight respondents react on the

basis of perceived originality or integrity.
dents react intuitively or emotionally.

Eight respon-

The verbatim

responses appear in Appendix E, ranked approximately in
the above way.
ATTITUDES
Local artists
Information about the attitudes of artists toward
the Edmonton art world during the 1960's has been drawn
out of statements made in response to interview questions

3, 4 and 5.

Data is not as complete as desired because

a number of artists were interviewed using an earlier
form of the questions which dealt inadequately with
attitudes.
Attitudes about art and artists.

Local artists
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tend to feel no particular responsibility to people or
groups, but do feel responsible to themselves to make their
own unique contribution.
ways:

This was expressed in various

expressing their own values and experiences, or

realizing that their own interpretation and direction are
valid.

Several said or intimated that an artist can make

an honest statement which will communicate to the viewer
without further explanation, but not intentionally.

There

was some disagreement about whether or not artists fit
into or represent their time, but most felt that an artist
will reflect society whether he intends it or not.

At-

titudes about the changes in an artist's work are similar
among local artists.

All appear to accept (or demand)

change in the sense of a gradual evolving or developing
kind but deplore deliberate change of style for the sake
of galleries or markets.

Most also feel that quality and

craftsmanship are important.

There is a general feeling

that local artists have little contact with one another,
with a few exceptions, but that communication and mutual
criticism are desirable and would improve the quality of
art.

Most had anti-commercialist attitudes about their

own work.
Attitudes about criticism.

The role of criticism

is thought helpful, even necessary, to the development of
local art and the seeking out of talent.

The critic is
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seen as an educator of the public regarding what is going
on in art.

Local artists desire a critic to be objective

(uninfluenced by personal taste and prejudice), constructive and knowledgeable, but not sarcastic, spiteful or
merely clever.
Attitudes about galleries.

There was almost com-

plete agreement among artists queried that art galleries
have an educative and informative function.

It was

stated that they should bring in high quality international
and Canadian art to inform the public of what is being
done, and that they should show what is being done locally.
Most indicated that the Edmonton Art Gallery is serving
the first part of that function very well.

Some also want

the gallery to be a center for local artists, encouraging
them and seeking out developments locally.

The few who

specifically mentioned commercial galleries stressed a
need for business-like agreements between artists and
galleries.
Attitudes about public ageneies.

There was almost

a complacency about the work of public agencies.

felt they are doing a good job and filling a need.

Most
A

few said they cannot so much train artists as help people
become sensitive to art.
Attitudes about the public.

The Edmonton public
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is seen as relatively naive regarding art due to lack of
experience.

Thus it needs to be educated and stimulated

by whomever is in a position to do this.

The public's

ultimate responsibility is seen as a willingness to look,
enjoy, learn, and perhaps buy (originals rather than reproductions.)
Critics
Data regarding the attitudes of art critics were
taken from columns appearing in The Edmonton Journal and
from an interview with Dorothy Barnhouse.
Attitudes about local art and artists.
critics comm.ented on the function of art today.

Both
Dorothy

Barnhouse wonders if it is important just now, and whether
easel painting is relevant.

Virgil Hammock says the value

of art is in its existence in substance--1.e., perceptual
art ultimately has more value than purely conceptual art.
Regarding the general quality of local art there is agreement that there is talent.

Dorothy Barnhouse sees the

serious artists' work as increasing in growth and feeling,
but much mediocrity because works of many artists are so
derivative and fashionable.
excitement.

Thus shows often offer no

She says the artist's responsibility is only

to himself and what he feels he must do, with artists expressing their times and environment simply as a result of
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living here and now.

For serious artists these are times

of experimentation and searching.

Virgil Hammock feels

a more adventurous spirit is needed in the local art
world to make the talent known.
Attitudes about criticism.

Virgil Hammock has

stated that the job of a critic is not to form public
taste, but to

11

give an honest opinion, based on experience."

Dorothy Barnhouse sees criticism on two levels--for the
general public and for the art subculture--with two approaches needed.

She feels strongly that the public should

have access to several opinions, either through a turnover
of critics or several critics at once, so that the public
can make up its own mind about art.
Attitudes about galleries.

Both critics see the

public gallery as a force in the art community as a result
of either the new building and more central location, or
the dynamism of the director and co-operation of the gallery board in presenting exciting programs.

Dorothy Barn-

house says the gallery's function is service to the public
in the form of a balanced, varied program aimed at raising
public taste.

Virgil Hammock says the gallery's job is

not to dictate taste, but just to mirror or present the
art as it is.

He feels purchases must necessarily be

works of young moderns, for economic reasons.

He feels
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also that private galleries need more courage, imagination,
and improved facilities.
Attitudes about nublic agencies.

Dorothy Barn-

house says that agencies using public funds ought to benefit the public.

Virgil Hammock cites the Arts and Crafts

Division, Cultural Activities Branch as an agency doing a
difficult job well.
Attitudes about the nublic.

Dorothy Barnhouse

feels that people who know what art is and can do for them
are no problem, but some people must be shown that they
need art.

She sees apathy in some parts of a largely af-

fluent society.

Virgil Hammock thinks the public largely

just wants to be entertained, and shudders at the image of
Edmonton given by the success of department store bargain
art sales.

He feels interest in the visual arts has grown

enormously, however.

Bob Harvey has pointed out that Ed-

monton has no art tradition--to the public the Baroque is
as new as conceptual art--and think.s this is somewhat of
an advantage.
Private galleries
Attitudes toward local art and artists.

Local art

is seen by the private galleries as being on as high a
plane as elsewhere in Canada, but there appears to be a
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reluctance, a fear, and perhaps unrealistic self-evaluation
by artists.

Ethics were mentioned, both relative to

playing down of other artists and relative to sales relationships with galleries.
Attitudes to criticism.
seen as informational:

The critic's function is

telling the general public about

current trends 1n a language they can understand.

Harsh

criticism is not a need, and might discourage some artists
from showing.
Attitudes to private galleries.

There is a general

agreement that these galleries should co-operate to attain
their common goal of presenting valid art honestly, and
should exercise reliable judgement.

Further functions

mentioned were defending the artists they choose to show,
and providing factual information to critics.

One gallery

would like to see the possibility of open shows, held outdoors.
Attitudes to the public.

Public appreciation of

art, especially Canadian art, seems to be increasing, and
galleries feel a responsibility to inform and interest
people.

They require of the public an open mind and a

trust of their own and the galleries' judgements.
Public gallery
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Attitude to art and artists.

William Kirby, the

director of the Edmonton Art Gallery, feels the artist is
responsible primarily to himself and to making a valid
statement, although his responsibility and feeling probably
vary with the environment.

Locally, he feels the quality

of work has gone up and more artists are doing good things
and becoming more professional 1n their approach.

Some

possible influences have been gallery shows, the stimulation of people brought in by the university, and the atmosphere that is particularly exciting just now.

Mr. Kirby

does not see any local stylistic direction, but a maturing
in a variety of styles rather than any regionalism.
Attitude to criticism.

William Kirby sees the

function of a critic as dependent on the situation:

more

critical in centers with a public that has had opportunity
to see many things; more stimulative in a center where
art is less familiar.

A critic's function in Edmonton

would be to describe, to create enough interest to cause
people to look and form their own decision, and to convince people that their opinions are also valid.
Attitude to galleries.

The attitudes about the

gallery are incorporated in the gallery's programs.

The

local artist can benefit by the example of quality work.
The gallery has no responsibility to show artists just
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because they are local, but on the basis of quality.

Thus

the gallery has a similar relationship with both artists
and the general public.
Attitudes to public agencies.

Mr. Kirby sees the

function of these agencies as getting people to understand
what is involved in the arts and to feel their own talents
are valid, to encourage artistic expression, to promote
awareness of what is happening, and to provide opportunity
for artistic expression.

These things are being done.

There is a spirit of co-operation among the various agencies
and the gallery that minimizes overlapping of programs.
Attitudes to the public.

The public is seen as

having a duty to have a partially open mind and look at
the art that exists.

If the gallery provides the oppor-

tunity to view art and gives information about art, the
people should give themselves the chance to react and to
trust their reaction.
Public agencies
Statements of attitudes by the directors of public
agencies were few, so it was necessary to infer most of
the attitudes from their programs and purposes.
Attitudes to local art and artists.

There seems

to be a general acceptance of local art as worthy of ex-
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hibition.

Avant garde art is encouraged, thus artists are

perhaps seen as functioning as perceptive reflectors of
society.
Attitudes to criticism.

The critic is to some ex-

tent seen as an educator, interpreting and explaining art
to the public.
Attitudes to galleries.

Galleries are also seen

as educators through exposing people to what they would
not otherwise see, and helping them to understand it.
Attitudes to public agencies.

All of the agencies

carry on programs of educating in skills and appreciation
and programs of exhibitions, presumably because they see
these as their role.
Attitudes to the public.

The public 1s seen as

hungry for art, as evidenced by extensive exhibition programs, and yet as fairly knowledgeable in art, as evidenced
by the level of instruction given.
The public
The questionnaire items--part A--that were designed
to measure attitudes of the public can be separated into
six groups of four items each.

Thus there is indicated

the subject's attitudes toward local art, local artists,
critics, the public gallery, private galleries and public
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agencies.

In scoring the items, agreement and strong

agreement were counted together, as were disagreement and
strong disagreement.

It will be apparent from the tables

that not all respondents marked all items.
Attitudes to local art.

Of subjects returning

questionnaires most did not favor private subsidization
of art, all thought the communications media should give
more time to local art and would like to see more art in
places accessible to the public, and almost all felt local
art has not been available enough.
Table 7
Number of Respondents .Agreeing and Disagreeing
with Questionnaire Items
uestionnai

items

Local art should be subsidized by private or corporate funds rather than public funds

reement
n* m* N*

4

3

7

28

8 10 18
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More attention should be given to local art by the communications media

12 17 29 100

0

0

0

0

There should be more works of
art in public buildings and
places of business

12 19 Jl 100

0

0

0

0
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4

3 7 24

Local art has really not been
seen by the Edmonton public

*

8 14 22

n refers to gallery visitors' responses
m refers to extension registrants• responses
N is n plus m
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Attitudes to local artists.

While about one third

of the respondents felt that few Edmonton artists are good
ones slightly less than half the respondents felt that the
best local art is as good as the best art elsewhere.

A

slight majority see local artists as followers, but most
people would like art in Edmonton to keep pace with art
in other centers.
Table 8
Agreement and Disagreement with Questionnaire Items
about Local Artists
2uestionnaire items
· Few Edmonton artists are
really good artists

:&!ir:ement
n m N i

;Qisagre~ment
n m N %

7 11

37

7 12 19

Edmonton's best art is as
good as the best art anywhere today

6 6 12

45

5 10 15 55

Most local artists are imitators of styles rather than
honestly creative

5 11 16

55

6

7 13 45

Local art should keep pace
with art else~hete

2 12 24

86

4

0 4

Attitudes to ctiticism.

4

63

14

Almost all the subjects

indicated that local art is not receiving adequate critical
coverage in the communications media.

Opinions regarding

the responsibilities and credibility of art critics appear
to be quite evenly divided.
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Table 9
1\greement and Disagreement with Questionnaire Items
about Criticism
uestionnaire items
n

reement
m N

Disa
n m

A professional critic should
describe art and art shows
rather than evaluating them

4 12 16

52

8 7 15 48

Art in Edmonton is adequately
covered by critics in the
newspaper and on radio and
T.V.

3

4

13

9 18 27

It is the responsibility of
professional critics to interpret art so that people
can form judgements about
it

3 11 14

52

9

The personal taste of a professional critic can be a
guide to the public taste

7 9 16 53

l

87

6 15 48

5 9 14 47
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Attitudes to the public gallery.

Nearly all the

respondents agreed that the public gallery should make
people aware of current art, should show even obscure
artists, should be educative, and should purchase some
local art.
Table 10
Agreement and Disagreement with Questionnaire Items
about the Public Gallery
Questionnaire items

n

Agreement

m

N

%

The Edmonton Art Gallery should
make people aware of the art
of our own time
11 15 26

87

The Edmonton Art Gallery should
show only work by well known
and established artists
2

2

4

Shows at the Edmonton Art
Gallery should be chosen
to please rather than
educate people

2

Purchases for the Edmonton
Art Gallery should include
local works of art

1

Disap;reement
n m N
%

3 4

13

13

10 16 26

87

3 10

9 17 26

90

10 17 27

Attitudes to private galleries.
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1

1

0

1

4

Only slightly

more than half the subjects want to be pleased by private
galleries, yet a large majority do not feel these galleries should show much local art or particularly current
art.

Almost all, however, desire private galleries to be

very selective of quality.
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Table 11
.Agreement and Disagreement with Questionnaire Items
about Private Galleries

n

reement
m N

Privately owned galleries
should please the public

6 11 17

Privately owned galleries
should show mostly local
art

2

3 5 17 10 15 25

83

Privately owned galleries
should show mostly art
that speaks for our time

2

2

86

Privately owned galleries
should be very selective
of quality in the work
that they show

55

6 8 14 45

4

14

9 15 24

10 14 24
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2

Attitudes to public agencies.

3 5 17

There is general

agreement among respondents that public funds and agencies
should be used in educating people in both art skills and
art appreciation.

More than half disagreed with a state-

ment that too many people are amateur artists.

Table 12
.Agreement and Disagreement with Questionnaire Items
about Public .Agencies
Questionnaire items

N
Some tax money should be
spent on teaching the skills
of art to more people

8 15 23

%

Disasreement
n m N
%
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4

3

7 23

.Agencies using public funds
(such as the u. of A. extension dept. or the Arts and
Crafts Div. of the Alta.
Govt.) should educate the
public about what 1s actually being done in art today lJ 17 30 100

0

0

0

0

Classes in art skills and appreciation should be available to all who have an interest, regardless of ability
to pay the fees
13 17 30

97

0

1

l

3

Too many people are amateur
artists

41

6 1.3 19

59

7

6 13

Chapter 5

SUMMARY AND RECOMMENDATIONS
Summarizing discussion
The present study examines the art world in Edmonton during the past decade 1.n an attempt to discover
what the trends have been, and. how people in the art subculture view these trends.

Information was sought from

individuals in the following categories:

artists, critics,

gallery directors, directors of public agencies and members of the public.

For each group, questions were asked

to gather information about trends within that group and
about the group's attitudes to the art world in Edmonton.
The resulting data were presented in Chapter 4.
Any

study of art or of attitudes becomes highly

subjective by virtue of the nature of what 1s being studied.

Thus any conclusions drawn from the present study

will be much less objective than might be desirable.
The general trend in Canada of increased interest
in the arts appears to be true in Edmonton.

This is evi-

denced by the number of people attending art exhibitions
or buying original art, and by the commitment of public
funds to programs related to art.
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The effect of culture on art outlined by Kavol1s
--rapid urbanization resulting in a variety of art forms
(26:50)--is evident in Edmonton.
city in terms of population.

It is a rapidly expanding

There is much diversity in

art styles, even among the artists studied.

The trend,

if there can be said to be one, lies not in a direction
toward a specific style but toward an increasing proficiency and "coalness' of execution.

There is no closely

knit artists' community and little evidence of contact
among individual artists in spite of two organized groups
existing.

Some artists are not concerned about this

lack of contact, and others are very eager for more contact though mostly unwilling to presume to make the first
move.

The variety of art and the lack of contact may

result from the city's growth in that some artists are
relatively new to Edmonton.

Yet of the eighteen artists

for whom much information was available, thirteen were in
Edmonton by 1960 and all but one were there by mid-decade.
One critic's view that Edmonton artists lack 'spirit' appears
to be valid.

A judgement about the quality of local art is

necessarily subjective.
artists of two kinds:

Some subjects interviewed saw
there are serious artists whose

work shows growth and feeling and is on a high plane;
there are many who are less serious and whose work is
derivative, unexciting or 'over-evaluated'.

Into which
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group an artist falls depends upon who is doing the grouping.
There is general agreement throughout the art
world that artists have their first responsibility to
themselves and to art.

This agrees with Goodrich's opin-

ions about the artists' need for freedom (13:44).

There

were many references to honesty and integrity in art:
artists felt honest statements would communicate, and that
changes in style whould be evolved rather than arbitrary;
some people base their reactions to art works in their
•integrity."

The views of Pelles (31:137) and Zucker

(51:390) regarding art as of ulterior value were supported
by the commercial galleries and a few artists who are concerned with sales and permanence.

Most of the subjects

of the study have very uncommercial attitudes about works
of art.

In 1963 Greenberg (14:94) found Edmonton abstract

art very provincial and mostly semi-figurative.

This

seems not to be the case at the end of the decade.
Greenberg also noticed a New York influence.

This observa-

tion probably holds true both because of the effects of
rapid comm.unication and because of New York artists having
been invited to lead several workshops attended by Edmonton artists during the 1960's.
People returning the questionnaire, and who have
a bias toward art by the design of this study, unanimously
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desire art in places accessible to the public.

Twenty-two

out of twenty-nine of these people stated that local art
has really not been seen, an opinion also voiced by one
of the public agency heads.

It is interesting to compare

this with the fact that opinion about the quality of local
artists is very diverse.
Criticism in Edmonton has been limited by the
fact that there is one daily paper which has one (if any)
person writing art criticism.
view at a time.

This provides only one

Therefore the type of criticism during

the 1960's does not represent a trend, but reflects the
approaches of only two people.

This may partially explain

the public's uncertainty of what a critic's function
should be, in spite of their indication that there should
be more criticism.

There is some feeling among other

segments of the population that more than one critic is
to be desired.

The literature does not deal with the

educational role of criticism that was mentioned several
times in the study.

With a public less exposed to art

than might be the case in, say, Montreal, and with no art
tradition, the needs in Edmonton may be different.

While

criticism, per se, is desired by artists as helpful in
the development of art, the public needs information and
stimulation enough to look at art for themselves.
The one public gallery in Edmonton is perhaps the
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most dramatic development in the art world in the 1960's.
It represents a commitment to art of some private individuals and also of the general public through public funds
and donations.

Its attendance figures indicate an interest

in art among the general population.
a confidence in this interest.

Its programs indicate

A force in the local art

world, whose effects may be yet to come, has been much
commented on in the press.

This is the fact that because

of the new gallery facilities excellent exhibitions can
be brought in, resulting in Edmonton no longer being unknown in internation.al art circles, resulting in turn in
Edmonton artists being more accepted outside Edmonton
(but not necessarily in Edmonton).
comment may still be valid:

Greg Curnoe's 1966

he thought centers like

Edmonton extremely conservative and "to speak of these centers exhibiting difficult young painters let alone purchasing their work is unheard of."

{6:64)

The Edmonton

Art Gallery has shown a very few local artists in one-man
shows, but many in group shows.

It is of interest to

compare this with the desire of both artists and the general public that the gallery show what is being done
locally.

All groups also want high quality Canadian and

international exhibitions, but feel the gallery has been
doing an excellent job in that direction.
An interesting sequence of developments has

emerged from the study of private galleries in Edmonton.

9J
References were made to art hanging in "a furniture store"
(The European Art Salon) very early in the 1960's.

Some

of the artists whose work was there became members of
Focus gallery and later were shown by Jacox Galleries
when they opened the first gallery on a commercial basis.
The Art Mart, though the most recently opened gallery,
was opened by the man who was manager of the "furniture
store" in 1960.

All these galleries have played a large

part in making local art and Canadian art known in Edmonton.

Across Canada"• •• dealers have had the usual

task of creating a market for their own artists but in
a situation where there was no market to speak of for the
work of any contemporary artists." (46:11)
ket is improving.

But the mar-

A few of the artists interviewed have

a large demand for their work and galleries report interest in purchases by corporations as well as individuals.
Some see a need for more private galleries, or for more
courage on the part of existing ones.

The galleries want

co-operation among themselves in working toward their
common goals.

The private gallery has educative functions,

both because it sells current art and because it serves
the public.

The public's response to questionnaire items

dealing with private galleries was that these galleries
should show quality work, but not necessarily either current or local.

This is strange since they indicated a

desire for the public gallery to show these kinds of art.
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It may be that the term "private gallery" is ambiguous
and was thought of as a privately owned collection of art
rather than a commercial gallery.
The literature suggested that agencies publicly
funded should serve many people. (44:158)

The agencies

involved in art in Edmonton certai.nly attempt to do this
through far-reaching programs.

There is co-operation

among these agencies which ensures against overlap and against
competition, and provides for the needs of a large number of
people.

The agencies all have programs of training in

art skills and in educating through exposure to a variety
of art processes and products.

If it is true that in-

volvement has a greater effect than information on attitudes to art (8; 36) then these agencies may be filling
the largest role in Edmonton's art world.

The number of

people involved in each agency has increased.

There was

praise and no criticism for the work of these agencies
in each segment of the population studied.
The public of this study is a small sample, although it was hoped that it would be representative of the
art-public in Edmonton.

It may or may not be.

The small

number of returned questionnaires may in itself indicate
something about the public's apathy or interest.

Those

who returned the questionnaire present an interesting pie~
ture.

Their taste in art to own--quite conservative--
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differs from their taste in public exhibitions, which
tends toward more modern works.

The works chosen to own

were surprisingly realistic--since it was a partly hypothetical question some might well have expressed a desire
for a 'name' work.

The younger mean age of gallery visi-

tors as compared with extension registrants may either
represent the bias of the gallery attendants who distributed the cards, or indicate that younger people do indeed
visit the gallery.

The latter is quite likely in view

of the gallery's programs.

The attendance and participa-

tion results are not conclusive--there might be varied
interpretations of 'much', 'sometimes', and 'often'--but
indicate interest.

There is a pattern in attitudes ex-

pressed about the public by other segments of the art
world.

They are seen as in.terested in art, but fairly

naive because of lack of experience with art.

Thus they

need to be educated and stimulated through exhibits,
involvement and criticism.

The public's duty is to at-

tempt to have an open mind and to trust their own response
to what they see.
Recommendations
It appears that the situation in the Edmonton art
world is a good deal brighter and more cohesive at the
end of the decade than seemed apparent in the early 1960's.
This may be attributed to developments in all the segments
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of the art world.

There are still gaps in some areas

that remain to be closed by the interest and enthusiasm
of people involved.
1.

Some of these might be:

The opening of more opportunities for the Edmonton

public to see work of Edmonton artists--either by public
or private efforts.
2.

Continuing contacts that do exist among people

concerned about art, and finding ways to increase opportunity for contact both among artists and among others.

3.

A greater confidence in some segments of the art

world, particularly among artists.

4.

More opportunities for exhibiting by artists,

including those not generally able to show at present,
in order to facilitate self-evaluation and comparisons.

5.

An honest effort at co-operation among various

parts of the art world, such as exists among certain
parts already.
6.

Art criticism and discussion in the press on a

regular basis, and also in other media.

7.

A further study of the situation in the Edmonton

art world, perhaps another similar investigation after
a few more years have elapsed.

A study of the situation

in. another city might provide interesting comparisons.

BIBLIOGRAPHY

97

98
BIBLIOGRAPHY
1.

Barnhouse, Dorothy.
Canada.

The Edmonton Journal.

2.

Cameron, Donald. Campus in the Clouds.
McClelland and Stewart Ltd., 1956.

Edmonton,

Toronto:

Carey, Joyce. Art and Reality. World Perspectives,
Volume 20. New York: Harper and Brothers, 1958.
4.

Carr, Emily. Hundreds and Thousands: The Journal of
Emily Carr. Toronto: Clarke, Irwin and Company
Ltd., 1966.
Cobb, David. "Your True Colors," The Canadian
Magazine, 12-13, July 4, 1970.

6.

Curnoe, Greg. "Ten Artists in Search of Canadian Art,"
Canadian Art, 23: 64, January, 1966.
DeLong, Patrick, Robert Thomas and Robert E. Egner.
Art and Music in the Humanities. New York:
Prentice-Hall, 1965.

8.

Diffily, John A. "Art Appreciation and Attitude Change:
An Interdisciplinary Contribution to the Development
of Aesthetic Response in College Students,"
Dissertation Abstracts, 26: 2936A, 1966.
Duval, Paul. Canadian Water Color Painting. Toronto:
Burns and-MacEachern, 1954.

10.

Duval, Paul. Group of Seven Drawings.
and MacEachern, 1965.

Toronto:

Burns

11.

Eckhardt, Ferdinand. Canadian Art of Our Time.
Winnipeg: The Winnipeg Art Gallery, 1967.

12.

Goldin, Amy. "Art in a Hairshirt,"
February 1967.

13.

Goodrich, Lloyd. "Freedom of Expression in the Arts,"
Part I, Art Journal, 25: 44-45, Fall, 1965.

14.

Greenberg, Clement. "Views of Art on the Prairies,"
Canadian Art, 20: 90-107, March-April, 1963.

Art News, 65: 26,

99
15.

Hammock, Virgil. The Edmonton Journal.
Alberta, Canada.

16.

Harper, J. Russell. "Three Centuries of Canadian Art,"
Canadian Art, 19: 430, November-December, 1962.

17.

Harper, J. Russell. Painting in Canada - A History.
Toronto: University of Toronto Press, 1966.

18.

Harvey, Bob.
Canada.

19.

Henning, Edward B. "Patronage and Style in the Arts,"
Journal of Aesthetics, 18: 464-471, June, 1960.

20.

Hess, T. B. "The Artist as a Company Man,"
(Editorial), 63: 19, October, 1964.

21.

Hubbard, Robert H. (ed.). An Anthology of Canadian Art.
Toronto: Oxford University Press, 1960.

22.

Hubbard, Robert H. The Development of Canadian Art.
Ottawa: The Queen's Printer, 1963.

23.

Jackson, A. Y. A Painter's Countrys The Autobiography
of A. Y. Jackson. Toronto: Clarke, Irwin and
Company Ltd., 1958.

24.

Jorgenson, P. c. w. "Creating an Aesthetic Construct
Drawing from Contemporary American Behavior and
Borrowing Characteristics from Persian. Painting of
the 14th, 15th, and 16th Centuries." Unpublished
Master's Thesis, Central Washington State College,
1967.

25.

Kaplan, Abraham. "The Aesthetics of the Popular Arts,"
Journal of Aesthetics, 24: 351-364, Spring, 1966.

26.

Kavolis, Vytoutas. Artistic Expression - A Sociological Analysis. Ithaca, New York: Cornell
University Press, 1968.

27.

Kirby, William. "Recent Acquisitions,"
26: 53, June, 1969.

28.

Mathews, Robin. "Focus Gallery, Edmonton,"
~ , 19: 244, May-June, 1962.

The Edmonton Journal.

Edmonton,

Edmonton, Alberta,

Art News

Arts Canada,
Canadian

100
29.

Mills, George. "Art, Artists and Museums," College
Art Journal, 19: 307-313, Summer, 1960.

30.

Newman Barnett.

"For Impassioned Criticism,"

~ , 67: 26-27, Summer, 1968.

m,

Pelles, Geraldine. "The Image of the Artist,"
of Aesthetics, 21: 119-137, Winter, 1962.

Journal

32.

Ralston, David. "The Role of the Art Critic (2),"
Canadian Art, 23: 26-27, April, 1966.

33.

Read, Herbert. The Grass Roots of Art.
and Faber Ltd., 1955.

34.

Ross, Malcom. (ed.). The Arts in Canada: A Stock-taking
in Mid-century. Toronto: The Macmillan Company of
Canada Ltd., chapters 1&2, 1958.

London:

Rydzewski, Pamela. Art and Human Experience.
Pergamon Press, 1967.

Faber

New York:

36.

Sanders, William Harold. "A Study of Changes in Art
Attitudes and Graphic Expression Among the Retired:
an Experimental Program in Art Education,"
Dissertation Abstracts, 27: 371A, 1965.

37.

Schwartz, Barry N. "The Metropolitan Museum of Art:
Culture Power in a Time of Crisis," The Metropolitan Museum of Art Bulletin, 27: 262-264, June,

1969.

38.

Seitz, William. The Biennial of Canadian Painting.
(Catalogue for Show}. Ottawa: The National
Gallery of Canada, Introduction, 1966.
Shadbolt, Doris. Images for a Canadian Heritage.
Vancouver: Vancouver Art Gallery, September, 1966.

40.

Silcox, David P. "Canadian Art in the Sixties,"
Canadian Art, 23: 55-61, January, 1966.

41.

Society of Canadian Artists. Art Magazine.
Willowdale, Ontario: 1: 2-J, Spring, 1970.

42.

Thompson, David. "A Canadian Scene," Studio International, 176: 152-157, 181-185, 241-245, October,
November, December, 1968.

101

43.

Thompson, David. "Thoughts of an Outsider," Canadian
Art Today. London: Studio International, 1970.

44.

Toffler, Alvin. The Culture Consumers. New York: St.
Martin's Press, 1964.

45.

Town, Harold. "The Art Boom That was a Trifle Flat
Chested - Not a Complete Bust," Canadian Art
Today. London: Studio International, 1970, 8-11.

46.

Townsend, William. (ed.). Canadian Art Today. London:
Studio International, 1970, Introduction.

47.

Willett, John.

48.

Wraight, Robert.
1965.

49.

Yates, Norman. "Four Edmonton Artists,"
1)6: 42-44, October, 1969.

50.

Zemans, Joyce. "Ihor Dmytruk at the Focus Gallery,
Edmonton," Canadian Art, 21: 6, January-February,

Art in a City.
The Art Game.

London: Methuen, 1967.
London: Leslie Frewin,
Arts Canada,

1964.

51.

Zucher, Wolfgang M. "The Artist as a Rebel," Journal
of Aesthetics, 27: 389-397, Summer, 1969.

APPENDIX A

102

103

APPENDIX A
Questions Asked of Artists
1.

Can you classify your work by style or type?

2.

What artists or events have greatly influenced your
work? What sorts of things inspire individual works?
Which artists do you admire, and why? (of any time or
place} Do you have much contact with other local
artists?

3.

Have you some idea of the direction your work is
taking?

4.

What do you feel is your responsibility as an artist
to art? • • • to other artists? • • • to art critics?
• • • to galleries? • • • to agencies like the extension classes? • • • to the public?

5.

What do you feel is the responsibility of critics?
• • • of galleries? • • • of public agencies?
• • • of the public?

6.

How is your work made available to the public?
What has been the public's reaction or response to
your work?

7.

What art training do you have?

8.

What important shows have you had?

9.

Are you a member of an art organization?

10.

May I photograph about six examples of your work to
represent your direction during the 1960's? I will
be telephoning you very soon to arrange a time convenient to you, if this meets with your approval.
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APPENDIX A
Letter Sent to Some Artists

Dear

'
In the past few years gaps of some kind have seemed

to exist within the Edmonton art world.
seen many changes.

Recently we have

I am currently involved in a study of

trends and attitudes in the various segments of the Edmonton art scene during the 1960's.
about the situation are of value.

As an artist your opinions
And information about

your own work is of value and interest too, since you
work within this situation.
Artists representative of the sorts of work being
done locally and currently have been chosen to be interviewed.

Scheduling interviews in the time now available

has become a problem, so I am asking you to answer the enclosed questions in written form.

Please feel free to

take the questions in any direction.
envelope is enclosed.

A stamped addressed

If you would prefer an interview,

this can be arranged.
Yours very truly,
Mrs. Carin Thomas
P.S. My phone number, if you want to ask about the study
or about the questions, is
.
Please note: Personally Identifying Information was redacted from this page due to security concerns.
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APPENDIX A

Questions Asked of Critics
1.

What do you feel is the general quality of the current local art?

2.

What do you see is the direction that Edmonton art
is taking?

3.

What do you feel is the responsibility of the artist?
of the galleries? of public agencies? of the public?
in relation to art.

4.

What do you feel is your responsibility as a critic
to the artist? to the gallery? to public agencies?
to the public?

5.

How long have you served as an art critic?

6.

What training do you have?

7.

What previous experience have you as a critic?
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APPENDIX A
Questions asked of Gallery Directors
1.

What have been the major events in the development
of the gallery?

2.

What have been (are) the purposes of the gallery?

3.

Are any special programs being conducted?

4.

What do you feel is the responsibility to art of
the artist? of the critic? of the public agencies?
of the public?

5.

What do you feel is the gallery's responsibility to
the artist? to the critic? to public agencies?
to the public?

6.

What do you feel is the general quality of the current
local art?

7.

What do you see is the direction that Edmonton art
is taking?

8.

Do you show local work increasingly or decreasingly?

9.

What are the attendance figures for the 1960's?

10.

What types of shows do you promote? Have you a policy
about this? (Is a list of shows available?)

11.

Do you have a purchasing policy?
only)

(public gallery

107

.APPENDIX A

Questions asked of Directors of Public Agencies
1.

What have been the major events in the development
of your department?

2.

What have been (are) the purposes?

J.

What programs are being conducted?

4.

What do you feel is the responsibility to art of the
artist? of the critic? of the galleries? of the
public?

5.

What do you feel is your department's responsibility
to the artist? to the critic? to the gallery? to
the public?

6.

What do you feel is the general quality of the current
local art?

7.

What do you see is the direction that Edmonton art
is taking?

8.

What is the trend in enrollments in your programs?
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Questionnaire Sent to Members of the Public
(A) Directbns: The following statements refer to art in
Edmonton and su"ounding area. For each, put a mark in the
box which most nearly represents y our reaction to the
statement.

A professional critic should describe art and art shows rather
than evaluating them ... .
Few Edmonton artists are really good artists . . ..
Some tax money should be spent on teaching the skills of art
to more people .. . .
Privately owned galleries should please the public ....
The Edmonton Art Gallery should make people aware of the
art of our own time . ...
Agencies using public funds (such as the U. of A. extension
dept. or the Arts and Crafts Div. of the Alta. Govt.) should
educate the public about what is actually being done in art
today.
Art in Edmonton is adequately covered by critics in the
newspaper, and on radio and T.V. . . . .
Privately owned galleries should show mostly local art . . . .
Local art should be subsidized by private or corporate funds
rather than public funds ... .
Edmonton's best art is as good as the best art anywhere
today . . ..
The Edmonton Art Gallery should show only work by well
known and established artists . . . .

It is the respon&billty of professional critics to interpret art
so that people can form judgements about it ... .

:3

r..:i
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~ Zc.,
r..:i c.,
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.....
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c., r..:i
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□□□□
□□□□
□□ □□
□□ □□

□□□□
□□□□
□ □ □□

□□□□

□□□□

Classes in art skills and appreciation should be available to all
who have an interest, regardless of ability to pay the fees ...

□□□□

□□□□
□ GD □

□□□□
□□□□

Most local artists are imitators of styles rather than honestly
creative ....

□□□□

Purchases for the Edmonton Art Gallery should include local
works of art ... .

□□□□
□□□□
□□□□

Local art has really not been seen by the Edmonton public . .

□

over 65

□

□

sometimes

never

(E) Do you own an original painting or sculpture?

□
yes

□
no

OR Would you like to own an original painting or
sculpture?

□
yes

□
no

"' by a local artist?

□
yes

□□□□
□□□□

Local art should keep pace with art elsewhere ... .

□

45 - 65

(D) Name one show at the Edmonton Art Gallery
that you liked.

□□□□

Privately owned galleries should show mostly art that speaks
for our time .. . .

Too many people are amateur artists . .. .

□

often

□□□□

More attention should be given to local art by the
communications media . . ..

The personal taste of a professional critic can be a guide to
the public taste ....

□

25 - 45

□□ □□

□□□□

There should be more works of art in public buildings and
places of business ... .

□

under 25

(C) Do y ou attend art shows?

Shows at the Edmonton Art Gallery should be chosen to
please rather than educate people ....

Privately owned galleries should be very selective of quality
in the work that they show . ...

(BJ Ozeck the age group to which you belong.

□
no

"' the artist 's name?

• In what style?

(F) Do you do art work yourself!

□

much

□

some

□

none

(G) On what basis do you like or dislike a work
of art?

,,.

Friends of Art:
Many of us who are interested in art are concerned because there seems to be a gap
of some kind in the Edmonton art world. The attached questionnaire is part of a study of trends and
attitudes in the art world in the Edmonton area during the 1960's. Your opinions are of value because of
your intere,
~t. Please answer the questions on the reverse of this card as honestly as you can, .det:.ich
5
t~s/;;.fer ~, and drop it into the mail. There is no need to sign your name.

Sincerely,

Carin Thomas
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APPENDIX B
Lists of Artists
List of artists who influenced Edmonton artists
Art teachers
J. w. Beatty
Frank Carmichael
Fred Hagen
Jock MacDonald
Kokoschka
H. Jueckelhaus

Workshop leaders
Alex Colville
Jacques deTonnacour
John Ferrin
Kenneth Noland
Charles Stegeman

Other
Sacco Burri
Salvador Dali
deKooning
Franz Kline
David Milne
Jackson Pollock
.Antonio Tapies
List of artists admired by Edmonton artists
Canadians
Paul-Emile Bourduas
Emily Carr
Canadians in general
Alex Colville
Eskimos
David Milne
Janet Mitchell
Jaakt-Shadbolt
Gordon Smith
Tom Thomson
Harold Town
Americans
Charles Russell
Albert Ryder
.Andrew Wyeth

British
Francis Bacon
William Blake
Reg Butler
John Constable
Henry Moore
Pasmore
William Scott
Graham Sutherland
Turner
European
Appel
Barlach
Beckmann
Boticceli
Bruegel
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APPENDIX B
Lists of Artists (Continued)
List of artists admired by Edmonton artists
European (Continued)
Dali
da Vinci
Cezanne
Chagall
El Greco
Esler
Gauguin
Giacometti
Goya
Italians (early)
Klee
Klimt
Kokoschka
Magritte
Manzi

Marini
Michelangelo
Modigliani
Munch
Nolde
Picasso
Redon
Rembrandt
Roualt
Rubens
Toulouse-Lautrec
van Eyck
van Gogh
Vasarely
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APPENDIX C
Sample Column Statements of Critics
Dorothy Barnhouse
re.

University art faculty show, 1968
Some facets of today's art are unmeasurable
by usual standards--other than technical precision, which this university show certainly
has • • • • But instinct, which survived art
education, tells me that an overcalculated art
dominated by methods and materials, is getting
further and further from man. Perhaps that's
the whole idea--to shock us into realizing the
extent of our alienation from each other.
(1:21 March 68)

re. one artist
The conventional face of nature is not seen
in these abstractions. One might imagine the
source to be cell clusters or ice floes or antique masonry. A circular canvas (one of the
best in the series} has the radiating pattern
of a butterfly's wing. But more important than
these purely subjective associations is the
task the artist has set herself--that of relating the parts to the whole; of reaffirming
those tenuous balances which exist in nature.
(1:1968)
Virgil Hammock
re. University art faculty show,

1970

The exhibition at the SUB gallery shows
this potpourri to advantage. If there is a
complaint to be made about the show it would
be that there are so m(sic)any things in the
gallery that they lose power by being crowded
next to each other. In the future I would
suggest either a smaller exhibition or a
larger gallery. (15:10 April 1970)
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APPENDIX C
Sample Column Statements of Critics (Continued)
re. one artist
• • • has found a scale that suits her
image in her painting Ninety-Nine. I have always
felt a bit cramped by her previous paintings.
Perhaps it is the combination of the larger
gallery and the bigger painting that makes it
now seem right. (15:19 March 69)
re. Ten Washington Artists:

1950-1970

show

The Edmonton Art Gallery has plenty of guts
to make this their first major independent exhibition since moving into their new building.
It would have been far easier to do a New York
exhibition like the recent show in Vancouver
or a scholarly exhibition of the Group of Seven
but their first large exhibition and catalogue
deals with art done during a twenty year period
in Washington D. c. and director Bill Kirby
was lucky that .Andrew Hudson was in Washington
and could be relied on to organize this exhibition from the source. (15:6 Feb. 70)
Bob Harvey
re. Ten Washington Artists:

1950-1970

show

In the peculiar art world, Washington's
artists are about to become a fad, and Edmonton's exhibition will be not only the most comprehensive but also the first devoted to them •
• • • .Andrew Hudson, the artist, critic and
lecturer who put the exhibition together, said:
'There's never been any real Washington show
as comprehensive as this anywhere. •rhis show,
with the other things that are going on here,
puts Edmonton on the map.' • • • He came here
from Washington to hang the exhibition, and he
looks on it as a partial repayment of his debt
to the Prairies. (18:6 Feb. 70}
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APPENDIX D
Lists of Art Gallery Shows and Collections
One month's shows in the old building
Selections from the Permanent Collection--September
5 to 25, 1967
Prints by Winston Leathers--September 5 to 25, 1967
Canadian Painting 1850-1950--September 18 to October
11, 1967 (held in the Jubilee Auditorium.)
Shows held in the new building
All Alberta 1969
Greg Arnold Retrospective
Heart of London
Arnold Suskind Photographs
Survey of Canadian Art (including Poole Bequest)
Dr. and Mrs. Max Stern Collection, Dominion Gallery,
Montreal
Yves Gaucher
Light/Motion/Reflected Light, Smooth and Fuzzy Sculpture
Victor Vasasely
Baroque Painting
Garbisch Collection of American Primitive Water
Colors and Pastels
Air .Art
Canada Council Collection
Drawings u. s. A.
iunerican Painting: The 5o•s
Old Master Drawings and Rodin Bronzes
I1ondrian and the Hague School
Inflated Image-Museum of Modern Art
Permanent Collection-Edmonton Art Gallery
Eugene Atget--Photography
10 from Washington
Scultura Italiana
Doug Haynes
Junior Arts Festival
Early Canadian Portraits
Environment '70
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APPENDIX D
Lists of Art Gallery Shows and Collections (Continued)
Shows held in the new building
Photography in the Twentieth Century
Museum Purchase Fund--Contemporary American
Edmonton Art Gallery Permanent Collection and Dr. and
Mrs. Max Stern Collection
New Media--New Methods
Edvard Munch Graphics
Shows in the Junior Gallery
The artist at Work
The City: An Environment
Popular Art from. Peru
Texture in Art
Several environmental shows
Artists in the Dr. and Mrs. Max Stern Collection
Canadian painters
Emily Carr
Borduas
La wren Harris
Edward J. Highes
A. J. Jackson
.Arthur Lismer
J. w. Morrice
Alfred Pellan
Jean-Paul Riopelle
Goodridge Roberts

British and European Sculp~

Alexander Archipenko
Jean Arp
Sorel Ertog
Emilio Greco
Marino Marini
Auguste Rodin
Ossip Zadkine
Kenneth Armitage
Lynn Chadwick
Henry Moore
Eduardo Paolozzi

Recent Acquisitions
Gifts. The E. E. Poole Bequest of 75 Canadian
works, plus other gifts of paintings by Ed. J. Hughes,
Loui Muhlstock, and Jean-Paul Riopelle (Triptyque Orange
of 1967).
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Lists of Art Gallery Shows and Collections (Continued)
Recent Acquisitions
Purchases. Greg Curnoe For Ben Bella, 1965;
Brian Fisher Beacon, 1966; Yves Gaucher Alap; L. L.
Fitzgerald Landscape, 1940; Doug Haynes First February
12.£2., 1969; Jacques Hertibuse Kittie, 1965; Arthur McKay
Flux, 1964; Gordon Smith print portfolio Series A, 1966;
Jack Reppen Temple Doorway. (27)
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Responses to Questionnaire Item G
(Basis for Liking or Disliking
a Work of Art)
Verbatim responses, sorted by type of con.tent
composition, color, texture, in general pleasing
mood, line, order
technique, subject/composition, use of color
composition, design, color
composition-color-lively interesting honest simple not too
abstract
1) composition 2) content 3) liveability regardless of size
4) to 55) _ _ _ 56) size
according to my own likes and dislikes of form and color
quality of work--don·• t understand moderns and contemporary artists
On the basis of my training as a teacher of art history
and as a professional painter.
overall effect
quality
whether I would want to look at it every day in my house
whether or not I could live with it
originality and workmanship
I like it on basis of originality design and appeal
Sensitivity, originality in theme and technique, a sense
of a new experience, a new way of looking at something.
I like it, if it is valid. I hate it, if it is commercial
cop-out.
originality
vitality - design - integrity
its originality
the idea of it must be strongly stated
a ~eeling' about the work
instinct
personal basis
anything that trips me
emotional appeal of the work and skill with which it's
done
It has to like me.
purely emotional
the extent to which it captures my attention and involves
my interest
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APPENDIX F
Quotations from Interviews with Artists

Doug Barry
I think you are always a student of art really;
you're always searching and you're really never satisfied,
so you're not repeating yourself. A lot of artists do
--they will get a variation on a theme--but you can only
do that for so long • • • The way you think today is
certainly going to be different than the way you think
tomorrow or the way you were thinking yesterday. It's
the same way with painting--I feel that your painting is
going to be in constant change--you mature.
You can't turn your back on the
think you're really just trying to find
We are influenced by contemporary work,
or international art, you can't help it

past really but I
yourself. • ••
the New York scene
• • •

Doris Coutts
I have feelings inside, and when I put them out
on canvas I feel satisfied. And it seems a little bit of
my own philosophy comes through--things I can't say to
people--I put it on the canvas.
I think if you even are conscious that 'today I'm
going to change my style' then you've defeated yourself •
• • • And if you just let it evolve, I think it's much
better. Sometimes it doesn't evolve on canvas but it
evolves in your head.
(re Molinari) I get so excited that it's just like
listening to a symphony or something. It's like listening
to Wagner • • •
• • • everybody that paints, look at it--don't
just slough it off and say it's junk or they're a Sunday
painter. And not everybody's waiting to be discovered •
• • • Always give them a chance.
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Edith Eichner
In my sculptural works • • • I make the lines
disappear when needed to bring out the sensitivity in the
form, and at some point I pick up the line again. It is
an interplay of forms and lines. The sculptor cannot
• • • let the subject take charge of him. He must be in
absolute control, first over his ideas, second over the
technique to translate and press this idea into shape and
form. As a painter I have greater freedom of expression
• • •

The artist should represent the time and society
of which he is a part, he should share his knowledge and
talent with others and never put his personal pride before the sake of art.
Art is not to please and soothe but to stimulate.
Pat Fairhead
I don't know where "inspire" and some other words
fit together. If I'm painting for a show and I know that
I have to have forty paintings for a show that opens in
six weeks or seven weeks or eight weeks I can, under
pressure, turn on and paint every day. Butwhat does it?
A goal?
• • • it's tremendously a feeling thing--very
much so--seeing and talking with people and being outside
and soaking it in. Then I paint right off the top of my
head, because my painting at this point has no relationship to anything except what I feel. It doesn't look
like anything--it's totally non-objective.
,,: •• I really feel Canadian painting is the most
exciting for us and underplayed for so many years • • •
when we know nothing about the history of our own country
and the early painters and the exploring that they did.
I have been able to, in the community, help all
kinds of particularly young people, in some kind of direction or exposure, definitely. The kids in the community
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use my studio and they can any time they want--they use
the equipment--we've got all kinds of stuff down there •
• • • I feel that art in someone's life is just as necessary as jumping or talking or singing or anything else.
It's just this important.
Len Gibbs
• • • tomorrow I'm going out for two or three days
on a sketching trip, and we just roam around the countryside and something hits you--it hits me as being typically prairie--typical of the kind of work I like, and so
I paint it • • • • I sometimes change it around quite
a bit to my own liking. I move things all over, but
it's the mood or feeling I saw.
The reason I went to pallette knife in the first
place was: I used to do detailed work about seventeen
years ago • • • and at that time color photography was
the big rage and everybody told me to go and get a camera. So I thought 'well, I better loosen up' and tore
myself away from it. The whole fifteen years were
wasted plowing around in experimenting.
(re public gallery) And they should have some
sort of responsibility to their local people and definitely a lot of local artists might not be of such calibre
as some of the international names, but they still exist
and the gallery exists in their city. Jmd I'm not saying
that out of any malice but I feel that generally true in
every city--the gallery ignores its own people. And then
you end up having Vancouver artists being shown in Edmonton and not in their own gallery, and Edmonton artists
being shown in Vancouver and not in their own gallery.
Les Graff
I'm not interested in whether the tree grows up
and down or all the branches are on the left side or the
right side. I'm more interested in how a landscape affects me or • • • people generally. So I find that to
deal with this very abstract subject matter, like heat
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and cold and time and so on, a more abstract approach is
more suited to it.
I find that in this job there is a good deal of
exposure • • • • I have less and less need to become
exposed through my paintings • • • • one of the reasons
I do exhibit is to test what I'm doing with • • • people
that I admire and respect, and also it's a nice opportunity to see:" your work in a different environment.
And there is a kind of isolation here--you don't
have the close contact, the numbers of people, like you
do in Calgary, for instance, or other centers. So because of the nature of the city and the work each artist
is involved in, etc., they go off on their own.
Robert Guest
I have tremendous respect for the way Thomson
worked. I like the way he used colors (very tasteful and
yet very vividly) • • • • And Emily Carr was a great interpreter of natural things, natural settings, again
atmospheric things. And she's a very powerful designer,
in a lively sort of flamboyant kind of way.
I think art should be, first of all, extremely
honest. It must be • • • something you have to express
in a visual sense, because it can't be expressed in any
other way. Something that is worth preserving. And I
feel that art should feed from nature, not other art.
(re nature) • • • there are certain powerful impressions there that you like even though they are perhaps horrifying and startling, but sometimes they are
fresh and very different really from what a person sees
in the light of condensed society • • •
• • • The work should speak for itself • • • •
It should be clearly understood as it stands or it is
not successfully done.
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Pat Kemball
If the artist is being strictly true to himself,
he will paint his own experience. So that, not one line
can an artist make that do.esn' t represent the state of
his own mind. A nervous person will make nervous lines,
a calm person will make calm lines, and there you have
it • • • • So if I'm painting great canvasses full of
joy--that's where it's at.
To me, a blank canvas is almost like a deep meditation, and the longer I sit in front of that canvas the
deeper I get into myself, and the resultant effect is a
meditative experience. I mean the art comes out from a
deep level • • • the reason that my art can appeal to
somebody else that is also looking in an inward direction is because I am into the collective unconscious •
• • • like we're all little dots on the skin of an
orange, and we all share the one center. And if I go
down to the center and come back and say 'Look all you
dots, I found the center!' if they are inwardly inclined,
it'll trigger off something in them • • •
Thelma Manarey
So I started to try these acrylics • • • • Well
I became frustrated and 111, and I couldn't get them to
work in any shape Qr form. They were just ghastly types
of paintings. But I kept on trying. I went right back
to realism, which is what I find I usually have to do to
work out of a new medium • • • • and so one day in frustration I had started to paint ant a picture and it had been
stained into the canvas, some color, and the edge fascinated me. I knew then that I would pursue that. So I became very excited and I did this one, and I couldn't do
another one for six months.
I feel that this white comes from all the months
we have of white snow covering the landscape. And the
forms are all organic forms • • • They're not hard-edge.
I have done some organic and some of the man-made forms,
such as your squares, rectangles. These are man-made you
see, whereas you look at anything made in nature--for instance that skull there--you turn it upside down and see
the inside cells and they are all softly rounded.
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Violet Owen
We have meetings and we sometimes talk on the
phone--but it's one of the problems of living here, and
I think if you speak to any artist it'll be this. We're
all working so differently, we don't have a common goal
• • • When we were at Focus was the only time that we
had real contact with each other, and that was tremendous.
Without a critic it really is like working in a
vacuum, because without a critic that is going to critie
cize your work then really you could show and show and
show and show and there would be no guidelines at all.
Not that the critic is right but at least he has an
opinion.
Mary Parris
In Edmonton where we have so few galleries • • •
there should be some place else for the painters. We
thought that we should be having one-man shows so we
had them downstairs in the library and that's not a good
place.
(galleries) • • • for Edmonton where we've been
isolated so long and not had good shows, I think they're
doing a wonderful job by bringing in shows for the artists. But I do think you have to see the things--you
can't tell from slides or reproductions--you miss the
whole point.
Harry Savage
The verbal thing is not what I'm all about.
Jack Vanderwal
Although the artist does not create in order to
be analyzed, the working and search of his mind are the
depth of his work and also the beauty of it, even if to
the onlooker it is sometimes shocking.
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Honesty is the first respon.sibility of the artist.
He can demand the same.
Harry Wohlfarth
• • • it is an expression in terms of protest
against current conditions--current living conditions-like for instance the brutal bombardment which we undergo by the mass media day after day after day. It is a
very vicious and very brutal barrage on all our senses.
By using this color-kinetic effect is the only way to
protest it, to reflect it, and to make people aware of
a condition from which we all suffer • • • • You see
pop art has marvelously reflected in all its absurdity
the modern consumer society • • • Op, on the other hand,
with its scientific precision, using tape, its mostly
very symetrical constructions, its usually clean sterility which is almost like a missile assembly room, is
again very indicative of an important feature of our
present society • • • • • • whereas both those movements
do not cover • • • the barrage to which we are subjected
psychologically • • • • the reason why I'm not sticking
to merely stripes, which would be perfectly adequate to
demonstrate the technical innovation • • • by using the
human figure is again a protest against automation,
computerization, the loss of identity on a grand scale.
Because I feel that people, human beings • • • are still
here, and I'm determined to assert it.
Art for me is a way of experiencing--it is a
way to grow, it is a way to gain insight.

